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ABSTRACT
British theatre dance in the decade from1945 has received little attention from 
dance historians. The existing literature mainly focusses on the dominant institution, 
the Sadler’s Wells organization, and its choreographers. This thesis investigates a much 
broader range of activity, also encompassing the more ephemeral companies, diverse 
genres including modem dance, and works outside the recognised canon.
A main argument of this thesis is that dance works need to be understood with 
reference to their historical contexts. The Festival of Britain (1951) occupied a key 
position in the mapping of cultural values in postwar Britain. Imprinted upon it were 
specific issues of its time and place, so that it condensed a cultural debate about national 
identity and the new phase of modernity of the postwar world. General cultural surveys 
are used to contextualise theatre dance within this debate.
Case studies of dance works reveal that choreographers were engaging with this 
contemporary discourse. Two works by John Cranko, Harlequin in April (1951) and 
Pineapple Poll (1951), manifest very different approaches to notions of a national 
identity formed by landscape and tradition. Different conceptualisations of modernity 
are addressed in another two works: Once I Had Laughter (Loman, 1949) is inspired by 
contemporary events and illustrates the decade’s preoccupation with psychological 
states; in Svmphonv for Fun (Chamley, 1952), modernity equals the new lifestyle and 
values of youth and popular culture with an American flavour. Throughout the case 
studies the intrinsic features of the works are also appreciated as aesthetic forms which 
reflect upon the received heritage of the art.
The conclusion reveals a double perspective on theatre dance in the postwar
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decade. It was a period when the dominant influences favoured dance which reflected 
Britain as the land of tradition, and this was an environment which often inhibited 
experiment. Nevertheless the full picture must include choreography reflecting the new 
face of Britain which was engaging with contemporaneity.
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INTRODUCTION
During the 1990s a series of fiftieth anniversaries has drawn attention to the 
events of the postwar period in Britain. In 1995 many public occasions commemorated 
V.E. (Victory in Europe) Day and the defeat of Hitler in the Second World War. Other 
notable landmark dates have included the reopening of the Royal Opera House Co vent 
Garden by the Sadler’s Wells Ballet in 1946. In 1998 media attention has been drawn 
to some of the events of 1948 which set a course for the character of Britain over the 
next fifty years: vesting day of the National Health Service, and the arrival of the ship 
Empire Windrush inaugurating a new phase of Caribbean immigration.
As the millennium year of 2000 approaches, with its plan for a conspicuous, 
permanent exhibition at Greenwich, parallels and contrasts easily come to mind with the 
South Bank Exhibition nearly fifty years earlier for the Festival of Britain in 1951. In 
both cases, a giant dome occupies the conceptual centre, with contents which have much 
to say about different constructions of national identity and values at mid- and full- 
century. This has rather accentuated a preexisting tendency among historians for the 
Festival of Britain to be presented as the signifier of its era, and a portent that Britain’s 
modemity of fifty years later would still be superficial in comparison to its nostalgic 
leanings. However, it will be seen later in this thesis that it is difficult to ascribe a 
monolithic meaning to the Festival of Britain. Its cultural importance is revealed in the 
way it enabled the simultaneous expression of the continuum of beliefs about Britain and 
its future which existed in society at the time.
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This focussing upon fiftieth anniversaries has been accompanied by historical 
reassessments of the period immediately following World War II. This was the political 
legacy of the 1980s -  ‘The Thatcher Years’ -  when the regime systematically set out to 
unpick the social and economic agenda of the postwar settlement and the ‘Baby Boom’ 
generation which had come to maturity in the 1960s. Peter Hennessy (Never 
Again. 1993) re-emphasised the welfare achievements of the Labour government of 1945 
-1951, which had been denounced during the 1980s. Correlli Barnett, on the other hand 
(The Lost Victory. 1996), denounced the same regime for being so attached to Victorian 
and romantic illusions of Empire that it could not grasp the economic reality of cutting 
back on expenditure abroad in order to achieve essential re-equipment of industry at 
home.
There is every reason why the current mood of reappraisal should be extended to 
the dance scene of the postwar years. After fifty years, the ‘jewel in the crown’ of the 
postwar arts firmament -  the Royal Opera House, Covent Garden, with its resident opera 
and ballet companies -  may well not survive until the millennium. Although it is not the 
purpose of this thesis to subject that institution to a searching analysis, it will be seen that 
its position as the country’s most prized and pampered dance establishment has had a 
constituting effect on the written history of postwar British dance, just as it exerted an 
unintended influence over the whole dance scene beyond its own doors. It is impossible 
not to conjecture that the seeds of the Opera House’s weakness were present in it from 
the early postwar years.
There has yet to be any work of dance scholarship which subjects the 1940s and 
50s to the same kind of critical reappraisal as other aspects of British society. Perhaps 
it is because dance events of the period seemed to lack dramatic developments. The
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1930s was a time of extraordinary creativity when the founding generation created 
companies and established choreographic careers. The 1960s was revolutionary, with 
Nureyev performing at Covent Garden, Kenneth MacMillan creating some of his most 
groundbreaking choreographies, and the importation and establishment of American 
modem dance. The conventional wisdom that British culture, especially in the theatre, 
was stuffy and lacklustre until Look Back in Anger (Osborne, 1956) and the ‘Angry 
Young Men’, has perhaps acted to inhibit enquiry into the previous decade.
This thesis is a contribution towards a critical understanding of culture and 
society in the postwar decade in a way which is inclusive of dance. In order to do this, 
the Festival of Britain has also been a subject of research. Taken as the sounding board 
for the nation’s attitudes at a particular historical juncture, it must surely distil some of 
the cultural themes to which choreographers were also exposed and which 
choreographers also addressed. What emerges is not a narrative account or evaluation 
of the whole decade, but one which identifies selected dance works as moments in the 
ongoing cultural debates.
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CHAPTER ONE: 
LITERATURE REVIEW AND METHODOLOGY
There is no doubt that the absence of dance in the 
traditional general history texts is a direct result of the 
bias towards certain prized contexts and the demotion or 
exclusion of others, such as artistic or social 
considerations, where dance might feature. However, by 
the same token dance historians have similarly been guilty 
of prioritizing certain contexts and ignoring others since 
it is rare to find a dance history book in which, for 
example, the economic or political factors relevant to a 
particular dance concern are acknowledged.
Layson, 1994, p. 13
THE IMPORTANCE OF HISTORICAL CONTEXT
June Layson’s introductory essay ‘Historical perspectives in the study of dance’ 
in the second edition of Dance History (1994) proposes that a model for the discipline 
of dance history should be based on strategies and methodologies which arise from the 
distinctive qualities of dance as an activity, while being informed by contemporary 
methodologies and theories coming from the domain of general history writing.
The three dimensions of her model are: 1 ) Dance Types; 2) Time, and 3) Contexts 
-  aesthetic, artistic, cultural, geographical, political and social. To apply Layson’s model 
to the subject of this thesis, the subsequent chapters will explore: 1) The ‘Dance Type’ 
of theatre dance choreography; 2) during the ‘Time’ of the postwar decade, which is 
roughly the period from the end of World War Two to the middle of the 1950s; 3) within 
the ‘Context’ of Britain in this period. There are acknowledged problems associated with
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all three parameters. How is the dance type to be defined: what should be included and 
excluded? How is time conceptualised? If it is to be a conventional chronological 
narrative, what ideologies are served by this form? There will be some consideration of 
these problems later in this chapter. Meanwhile, in this section the focus will be on 
historical context, the third dimension of Layson’s model.
In the quotation which prefaces this chapter, Layson is writing in the first place 
about the bias of history writing in general towards the economic and political contexts. 
It will be seen in the following pages that even cultural histories which are situated in the 
artistic context have adopted a bias which excludes dance. The other side of this problem 
is demonstrated by the dance histories which are so hermetically sealed in the artistic 
context of dance that the mundane world, in which dancers, choreographers and 
audiences live and which provides the social and economic underpinning of the activity, 
hardly seems to intrude at all.
Theatre dance works are clearly the result of artistic practices which are culturally 
situated in multiple contexts. The immediate artistic context is only one of these. On a 
very conspicuous level, dance is directly under the influence of politico-economic 
contexts, since the economic reality of paying for the work will be affected by systems 
of power and patronage. Much more difficult to grasp is the way in which these and 
other contexts construct the interpretation of the work. At most stages of its production, 
and most necessarily at its performance, the dance work is part of a collective act of 
communication to which the participants bring mentalities packed full of ideologies, 
codes, symbols, and burning topical issues, all constituted in the general cultural context 
of media, arts, literature and social contacts and events. The paradox is that, although 
the ‘context aware’ dance historian might recognize the potential need to study every
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context coexisting with the dance work, it is clearly not possible to do that without the 
danger of losing sight of the dance work or reducing the analysis to a glib and superficial 
survey. It is possible, however, to adopt a wide perspective, always being aware of dance 
as a dynamic component of the cultural context, both constituted by and constitutive of 
the discourse of its own period.
With this in mind, it will be useful to start this literature review with some 
general cultural histories of the postwar decade, which could place dance within an 
appropriate overview. Robert Hewison and Arthur Marwick are two of the established 
historians who have written on the cultural history of postwar Britain. Both are conscious 
of the dynamic relationship between politics and the arts. How do these writers place 
dance within this context?
Robert Hewison’s volumes on cultural history span the whole period from 1939 
to 1992. Under Siege: Literary Life in London 1939-45 (1977), deals with the period of 
the war, which, he contends, left writers and artists in a state of cultural defensiveness. 
From this point of view the book relates to the historical period of this thesis, since it 
gives one interpretation of the situation of British culture in 1945. In Anger: Culture in 
the Cold War 1945- 60 (1988) most directly relates to the postwar decade. In it, 
Hewison argues that the postwar period perpetuated this mentality with a ‘ cold war’ mind 
set. In Hewison’s view, this was the precondition for the predominating cultural and 
political consensus which endured throughout most of the 1950s, around what he calls 
‘Mandarin values’ -  the values of a conforming intelligentsia, allied to the political elite 
rather than critical of it as in the 1930s.
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These values were truly aristocratic in origin, in that they 
were conservative of tradition, pastoral as opposed to 
industrial, and most detectable when it came to nuances 
of class. The mood can properly be described as 
reactionary, since its effect was to reassert the importance 
of hierarchy and tradition, and protect the influence of 
institutions that encouraged respect for such values.
1988, p. 74
This mood is a contributing factor in the neo-romanticism of the late forties and early 
fifties, which he identifies particularly strongly in poetry and painting. There will be 
detailed consideration of the pastoral and neo-romantic tendencies of the period in 
Chapter Three of this thesis.
In both Under Siege and In Anger. Hewison has given limited consideration to 
theatre dance. The limitations can be judged from the fact that, in In Anger, the three 
works The Sleeping Beauty (Sadler’s Wells Ballet production, 1946), The Prince of the 
Pagodas (Cranko, 1957), and The Burrow (MacMillan, 1958), are the only dance works 
named, and the exploration of their significance is very brief. He refers to the idea that 
the “lyrical-romantic” choreography of Frederick Ashton and the early fifties comedy 
ballets of John Cranko satisfied the audience taste for fantasy and “prettification” (1988, 
p.82), but why did he choose these two choreographers to furnish his examples? Does 
he believe that all of Ashton’s ballets were “lyrical-romantic”? Of the early works of 
Cranko, only the comedy ballet Pineapple Poll (1951) has been preserved in repertoires 
in the long term. This was one of only two comic ballets he created in the postwar 
decade, the other being Bonne-Bouche (1952), and they are not typical of his output at 
this time (see Case Studies in Chapter Three; Chapter Four, pp. 189 -  190). The décor 
of both was by the cartoonist Osbert Lancaster, and injects a satirical edge into the works 
rather than indulging in “prettification”. The scarcity and limited range of dance
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examples from Hewison, plus some indications that his research has been superficial, 
make his pronouncements on dance somewhat unconvincing.
In a further book. Culture and Consensus: England, art and politics since 1940 
(1995), Hewison extended the time period nearly to the present day, examining a 
particular set of issues around consensus politics and the notion of an English national 
identity. He argues that the consensus has been fuelled by the country’s significant 
‘myths’ which are conservative ones -  the crown, rural England, unitary national identity 
-  all tending to emphasise the heritage of the past. Although, under the influence of 
wartime, the consensus was a positive and dynamic system incorporating all classes into 
the single effort, according to Hewison this tended to congeal in the post-war period. 
“Consensus can produce social harmony, but it can also hold the social forces of society 
in check.” (1995, p. 15)
In Culture and Consensus dance is even less visible. This does not, of itself, 
indicate that this gives a false account of the period, since some choice of focus had to 
be made. What is disappointing in this case is that some aspects of dance culture would 
be germane to his theme. His critique of the domination by ‘Establishment’ ' figures of 
power structures like the Arts Council and the Royal Opera House Board, leading to the 
promotion of a culture of consensus around such national symbols as the monarchy, is 
a major part of his argument, which might well be explicated in a much more vivid way 
if the history and repertoire of the Sadler’s Wells (later Royal) Ballet was brought 
substantially into the analysis.
' The term ‘The Establishment’ was coined by Henry Fairlie in articles in The Spectator 
during the Burgess and McLean spy scandal o f  1955. It was later used as the title o f  a book o f  
essays, and was defined as the “English constitution and the group o f  institutions and outlying 
agencies built around it to assist in its protection” (Thomas, Hugh, 1959, p. 14), including the public 
schools, the army, the Civil Service, the B.B.C., the City, and Parliament.
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The social historian, Arthur Marwick, surveys the whole of the period from 1945 
to the present in two books, British Society since 1945 (1982) and Culture in Britain 
since 1945 (1991). The long time-span is clearly a restraint which does not allow for 
great depth. He divides it up into three periods, of which the first, 1945 to 1957, is 
relevant here.
Like Hewison, he describes a period of political and cultural consensus which
he characterizes thus:
a well-disposed, well-educated upper class, cooperating 
with the various fractions of the middle-class, and with 
certain representatives of the working class, in running the 
country in the best interests of everyone, it being 
understood that those interests comprised spending money 
both on welfare services and, to a degree never envisaged 
before the war, on culture, that culture being of the types 
sanctioned by... upper-class experts....
1991, p.l6
His verdict on the culture of that period reveals a mixed picture:
if drama was stereotyped, the novel fading, poetry 
flagging, art was imaginative, architecture positive, music 
inspiring, and opera and ballet on a more secure basis than 
they had ever been. Yet in all spheres there was a sense 
of dominance by established in-groups....In all spheres 
British thought and artistic endeavour were inward- 
looking, seemingly unconcerned with the great issues 
which racked continental intellectuals...
1982, p.lOl
Marwick makes little effort to situate theatre dance within this account. The 
Sleeping Beautv in its 1946 production by the Sadler’s Wells Ballet at Covent Garden, 
is the only dance work mentioned, although he places the Powell and Pressburger ballet 
film The Red Shoes (1948) on his list of “Who and what will be remembered in fifty 
years time” (1991, p. 188), but this may arise more from his interest in film as a social 
indicator than in its ballet scenes. His interest in ballet appears only in relation to two
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matters, the international flavour of ‘British’ arts as exemplified by the postwar music 
scene, under which heading he mentions ballet, and the role of the Arts Council and 
subsidised arts. There might have been an interesting exploration of the ‘Establishment’ 
nature of ballet in relation to class and consensus as delineated above, but this does not 
happen. The impression is that Marwick judges ballet and dance very marginal indeed 
to culture in Britain since 1945.
Why is it that these cultural historians have little interest in dance? Clearly there 
is a bias inherent within the traditional academic disciplines, arising from the historic 
conditions of Western thought (Thomas, 1995, pp.6 -  11). The primacy of mind over 
body asserted by Descartes in ‘cogito, ergo sum’, was underscored in Britain by the 
Puritan proscription of fleshly pleasures, including dance, and further reinforced by the 
Enlightenment’s elevation of the processes of reason/mind, as superior to nature/the 
body. Furthermore, lacking thought and reason, the dancing body communicates non­
verbally, a condition which places it below rationality and verbal language, and equates 
dance with primitive communication.
Some of the burgeoning dance historical writing of the twentieth century 
compounded this impression. Efforts to give dance a status as the first art form to 
develop in mankind, also emphasised it as primitive and pre-linguistic. For example, 
in World Historv of the Dance (1933; first published in English in 1937), Curt Sachs 
began with the ‘dances’ of animals and proposed an evolutionary theory of dance forms, 
making the unjustified assumption that ‘primitive’ or folk dances observed in the field 
were genuine survivals firom previous eras. The influence of this text can be seen in 
much dance writing of the postwar period.
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However, dance historians should not give the impression that this prejudice 
against the body only affects dance. The division between mind and body is exemplified 
in the division between mental and manual labour which underscores class divisions in 
modem capitalism. Artists have occupied an ambiguous position in this social order, 
especially when they practised an obviously physical ‘craft’. With modemity and the 
development of capitalism, the arts and crafts have been gradually separated, with the 
fine arts occupying the higher status on the basis of carefully guarded professionalism 
and the reputation for more intellectual creative practices. The division between arts and 
crafts has a reflexive relationship with ideologies of class and gender. From the late 
eighteenth century, women artists were increasingly forced to operate within the 
bourgeois construction of their proper domestic role. Rozsika Parker and Griselda 
Pollock (1981, p.5 8) have shown how the arts in which women were well represented as 
executants, such as flower painting and embroidery, were assigned the status of crafts 
by association with the notion that the executants were merely fulfilling their nature as 
women rather than as creative artists.
In a similar way in late nineteenth century Britain, ballet fell on the “wrong side” 
of the division between arts and crafts, which in the theatre manifested as the division 
between the improving ‘high arts’ and mass entertainment (Pick, 1986, p.27). It had not 
yet been professionalised by a Royal Academy, was mainly an occupation for women, 
took place in the predominantly lower-class institution of the music-hall, and was subject 
to Victorian value judgements over the perceived dubious morality of the performers. 
As Alexandra Carter has pointed out in her work on the music hall ballet, issues of class 
and gender could be mobilised to dismiss the music hall from official ballet history.
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although it had been a highly popular and lively theatrical sector in the decades before 
Diaghilev’s Ballets Russes was seen in London (Carter, 1996).
The very nature of dance as an ephemeral art form marginalises it still further. 
Unlike the written word and works of visual art, dance works do not exist in a concrete 
form for which the monetary value is easy to establish on the open market. Not only is 
each performance never-to-be-repeated in exactly the same way, but the late development 
of comprehensive notation systems has meant that most dance works have disappeared 
and can never be reconstructed. Until the development of the video camera, film of dance 
works was very rare. Music, equally as transitory and non-verbal as dance, has not 
suffered in the same way. Not only has it been represented by a comprehensive notation 
system and various methods of sound reproduction from piano rolls onwards, but, under 
the influence of the romanticisrh of the early nineteenth century, it was conceptualised 
as the very essence of art, non-corporeal, abstract and pure.
As male academics, and professionals in verbal communication, Hewison and 
Marwick are influenced by the multiple factors marginalising theatre dance. Moreover, 
each has a fixed ‘map’ of what constitutes the area of culture, into which dance does not 
fit very easily. Although Hewison states that the subject of In Anger is broader than the 
exclusively literary concerns of Under Siege (1988. p.ix), his focus in the latter book still 
appears to be mainly on the literary forms of art -  writings of various sorts including 
poetry and drama. Each chapter is named and written around a publication, and with the 
exception of ‘New Lines’ named after the poetry anthology of 1956, all other chapter 
headings such as ‘ Crisis in the University’, ‘ The Craft of Letters in England’ and ‘ Culture 
and Society’, are works of criticism and cultural theory, and this organising principle 
flavours the whole of his study. The visual arts, excluding architecture and design, come
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next in his hierarchy, with music and especially dance receiving little attention. It will 
be clear that he sees the gravitational centre of culture in the written word; to quote 
Layson again, it is his “prized context”.
Marwick’s approach gives more emphasis to the media and mass culture, since 
he insists that his conception of the word ‘culture’ is a wide one, “those topics under the 
newspaper headings ‘books’, ‘the arts’, ‘entertainments’, and ‘the media’. ” (1991, p. 1) 
As was shown above, however, there is the merest nod to the place of dance amongst 
‘the arts’.
Dance histories need to challenge the implicit hierarchies by showing how a 
richer picture may emerge if theatre dance is integrated with other aspects of the cultural 
context. Examples of this kind of dance history will be examined later in this chapter.
This thesis will not contradict the general findings of Hewison and Marwick on 
the conservative, consensual character of Britain in the postwar decade, but it will seek 
to investigate the place of theatre dance in mediating that character. The danger in 
becoming too fixated upon this as ‘the spirit of the age’, however, is that it might give 
the impression that there were no alternative forces in society. It will become another 
objective of this thesis to explore the extent and nature of the alternative forces and the 
place of theatre dance within them.
This literature review will now turn towards the secondary sources which 
represent the current published body of historical evaluations of British theatre dance in 
the postwar decade. Since this thesis is concerned principally with the possibility of 
dance-works encoding complex cultural themes, the literature review encompasses 
histories of choreographers and institutions producing dance-works, rather than historical 
evaluations of performers.
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THE NORMATIVE ACCOUNT OF DANCE HISTORY IN THE POSTWAR DECADE
Dance writing in Britain really began in the inter-war years as a consequence of 
the new audience for ballet stimulated by the ballets russes companies and the 
development of British ballet. The first important British dance writers, P.J.S. 
Richardson, editor of The Dancing Times. Cyril Beaumont, and Arnold Haskell, were 
essentially ballet enthusiasts and practising dance critics, who educated themselves in the 
history of the art and in some cases carried out ground-breaking bibliographic enquiries 
into pre-twentieth century ballet. In the history of twentieth century ballet they were 
often drawing on first hand personal contacts with artists, and on their experience as 
dance critics. On the subject of the development of British ballet they cannot be regarded 
as disinterested bystanders since they were instrumental in setting up some of the early 
performing and pedagogic institutions such as the Cecchetti Society and the Camargo 
Society. The influence of Richardson, Beaumont and Haskell extended into the postwar 
period, while a second generation of dance writers developed.
In the absence of dance as an academic study in Britain, it continued to be a trend 
in the postwar years that dance critics also wrote dance history. This is consistent with 
practice in other arts, since critics are occupationally aware of the trends and 
developments of the period in which they live. Critical writing involves the critical 
appraisal of individuals and their work, whereas history writing normally requires the 
period of appraisal to be extended over a period of chronological time, or that there 
should be a synchronic appraisal of art works in historical context. When writers are 
concerned with events which are contemporary or almost contemporary, it is often 
difficult to say where the division between the two might be. Both critics and historians 
express personal opinions based on the evidence before them, but both can be
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handicapped by the inability to appraise the evidence dispassionately. In both kinds of 
writing the degree of distancing between the writer and the subject -  distance in time, and 
distance in personal involvement -  is clearly relevant to the way the text is read.
A number of books by dance critics which were published in the postwar decade 
aimed to bring together both the critical and the historical approach. These were 
intended as guides for the education of the ballet audience which had swelled during the 
war. The prototype for such books was Haskell’s Ballet: a complete guide to 
appreciation, first published in 1938 and going into a number of postwar editions. 
Subsequent examples of this genre are A.H. Franks’s Approach to the Ballet, first 
published in 1948, and Femau Hall’s Modem English Ballet: an Interpretation (1950). 
As will be seen later, particularly in Chapter Four, such books are particularly important 
as primary sources for some concepts which were active in structuring the way in which 
ballet and modem dance was viewed.
This thesis is the first work of dance history to look at the postwar decade as a 
discrete period, therefore the literature survey must take into account histories whose 
time span is longer than the decade of study. Dance histories which refer to this period 
are generally of three types.
i. A number of studies have followed the development of one company, placing
individual dancers, choreographers and directors within the context of that 
organization, and making a critical evaluation of the repertory, 
ii The biographies and autobiographies of individual dancers or choreographers
vary enormously in rigour, some veering very much towards the anecdotal. Some 
biographies of choreographers, which offer an analysis of the choreographer’s 
works and style, together with personal biographical details as deemed
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appropriate, provide a useful guide to understanding the works of the period in 
context.
ii There have been a number of general histories of theatre dance covering a 
number of centuries. Because of the time-scale, the degree of analysis of the 
postwar decade in Britain is rather superficial. However, these histories do 
become relevant in the later discussion about narrative structure.
The published company histories and biographies cluster around the 
‘Establishment’ companies of the Sadler’s Wells/Royal Ballet organisation, its 
choreographers and directors. The Sadler’s Wells Ballet was examined in Mary Clarke’s 
The Sadler’s Wells Ballet: a Historv and an Appreciation (1955), and later in The Royal 
Ballet: The First 50 Years H 981 ) by Alexander Bland The history of the Sadler’s Wells 
Theatre Ballet, established as an apprentice company in 1945, was covered only in an 
appendix by Clarke, in more detail by Bland, and finally had a book-length study devoted 
to it in Sarah Woodcock’s The Sadler’s Wells Roval Ballet -  Now The Birmingham 
Roval Ballet (1991). Company choreographers and directors Ninette de Valois (Sorley 
Walker, 1987), Frederick Ashton (Vaughan, 1977; Kavanagh, 1996 ), Robert Helpmann 
(Sorley Walker, 1957; Salter, 1978), John Cranko (Percival, 1983) and Kenneth 
MacMillan (Thorpe, 1985) have all been the subjects of biographies.
Other companies and their choreographers have received much less attention. 
The only book-length history of Ballet Rambert, Mary Clarke’s Dancers of Mercurv. was 
published as long ago as 1962. Subsequently, company anniversaries have been 
celebrated by essay compilations (e.g. Crisp, Sainsbury and Williams, 1981), and most
 ^ Pen-name for the critic Nigel Gosling, writing with his wife, the former dancer Maude Lloyd.
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recently by Rambert -  A Celebration (Pritchard, 1996). These are more in the nature of 
historical source books, published by the company itself, than being histories with 
sustained chronological analyses. The other long-lasting postwar company, Festival 
Ballet, later to become English National Ballet, has never been the subject of a book- 
length history, the nearest being the company’s own short publication English National 
Ballet 1950 -  1990 fPritchard. 1990).
The existence of a joint biography of Molly Lake and Travis Kemp, Vagabonds 
and Strolling Dancers (1990) by Naomi Benari, does not altogether disprove the 
perception that most of the postwar dance companies have been neglected. Molly Lake 
was artistic director and choreographer of a succession of small companies in the postwar 
decade (see Appendix I), and this biography gives some important insights into this area 
of the ballet company scene. In comparison to the other biographies mentioned here, it 
is much more informal, depending to a great extent on the reminiscences of Travis 
Kemp, so that it has the flavour of a personal memoir.
A comparison with the full range of companies in existence in the postwar 
decade, most of them admittedly transitory (see Appendix I), reveals what a partial 
picture of the period would emerge from company histories alone This could be a 
result of the small market for dance books, but neither has there so far been any attention 
to the fringe groups from academic dance historians, in journal articles or conference 
papers. Inevitably this absence has a structuring effect on the established canon of dance 
works and the ‘great names’ of British choreography. It has also had a structuring effect 
upon the perceptions of theatre dance which the cultural historians have gleaned.
 ^ Two detailed articles on Metropolitan Ballet by Kathrine Sorley Walker, presently being 
published in Dance Now , may help to redress the balance.
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The existing body of dance history writing on the postwar decade is a normative 
history, centring in quantity and quality on certain companies and choreographers, 
reinforcing the perception of a hierarchical structure. This hierarchy is one which was 
established during the postwar decade, partly through the policies of the Arts Council 
(see Chapter Two). It will be seen that the companies favoured by the normative history 
were the only ones in the postwar decade to receive permanent state subsidies (see 
Appendices I, III, IV), thus being supported by the national power structures. Since 
British theatre dance of the postwar decade is represented only by a body of normative 
history, it can be seen that there are many perspectives on this period which are missing 
from the available record.
There are three aspects of the forms and structures of these histories which can 
fruitfully be explored to uncover further hidden ideologies:
a) the distancing or closeness of the writer in relation to the subject;
b) the way in which narrative structures carry intrinsic meanings;
c) the kinds of contexts which are seen as relevant to the dance works.
a) Sometimes the writers of both biographies and company histories show 
a marked reluctance to address and make judgements on controversial issues. There is 
often the impression that the subject is being examined in a reverential rather than a 
challenging way. In Kathrine Sorley Walker’s biography of the creator of the Sadler’s 
Wells Ballet organization, Ninette de Valois: Idealist Without Illusions ( 1987), de Valois 
has herself contributed several essays to the book, and although Sorley Walker mentions 
criticisms against de Valois for favouritism and ruthlessness, she does not seriously 
weigh them up. Edward Thorpe wrote Kenneth MacMillan: The Man and the Ballets
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(1985) as an admirer and family friend of his subject. Clearly he has depended to a great 
extent on MacMillan’s own recollections, so that the whole account tends markedly 
towards the viewpoint of the choreographer. Both these were written in the lifetime of 
the choreographer, which may be at least a part of the reason for avoiding sensitive areas. 
Much more rounded and frank portraits emerged of John Cranko (Percival, 1983), and 
Frederick Ashton (Kavanagh, 1996), in biographies written after their deaths.
In an area where the written history is limited in quantity and normative in nature, 
it is clearly of concern when the major institutions are analysed in an unchallenging way. 
The writers of company histories are to a greater of lesser extent close to their subjects 
and their books have a degree of official sanction. Bland’s The Roval Ballet: The First 
50 Years n  98 T) is, in fact, an official history of the Royal Ballet, published on behalf of 
the Royal Opera House, making it important to tread a fine line between eulogy and 
criticism, but all the writers of the company histories hold back from anything which 
could be considered to apportion blame for failures. Woodcock gets closest to 
confronting the ramifications and implementation of policy decisions in her history of the 
Sadler’s Wells Theatre Ballet (1991). The company was always prey to controversy 
because of tensions and ambiguities inherent in its purpose. Officially identified as the 
company where young dancers could mature before passing on to the Covent Garden 
company, the ideal never worked properly, and it was increasingly made to take on 
national and international touring and to change its repertoire to one more like the Covent 
Garden company. Woodcock’s account acknowledges the complicated relationship 
between artistic, financial and political decisions, and the gap between what is intended 
and what is achieved, but she shrinks from tough evaluation.
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The closeness of a writer to the subject is not a problem in itself. It is in the nature 
of all historical research and writing that the author is interpreting past events from a 
present position which has its own inherent bias stemming from current perspectives and 
personal circumstances. This applies as much to the subject of this thesis as to any of the 
books being surveyed here. The problem arises if the position of the writer vis à vis the 
subject is not brought to the surface, where the writer’s agenda can be properly 
examined.
b) Both the company history and the biographical formats adopt the 
historiographical device of the chronological narrative. The company history format 
obliges the author to organize the material through a metanarrative: the company must 
become the central actor in a story with an optimistic climax. Clarke’s metanarrative of 
Sadler’s Wells is of the company’s continuous improvement, in spite of acknowledged 
setbacks, particularly the ‘regression’ of 1951, where a series of unappreciated new 
productions made it necessary for de Valois to pull the company back from the brink. 
Bland uses the language of power to make claims that the company has a potent national 
symbolism. It is “a giant”, “a dynamo” (p.261), and “as tough and lasting as the British 
monarchy”  ^(p. 139). “From its stronghold in the country’s most prestigious theatre it 
often goes out, not as a symbol of our national culture but as the symbol.” (p.262)
In Clarke’s history of Ballet Rambert, two central narratives articulate the story 
of the company. One narrative recounts Rambert’s discovery and nurturing of a string of 
British choreographers from the 1920s onwards, including Frederick Ashton, Antony 
Tudor, Andrée Howard, Walter Gore and Norman Morrice. The other narrative is of
" This would not have seemed a far-fetched claim in the year o f  publication, 1981, which was 
also the year o f  unparalleled media attention over a Royal Wedding.
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two climactic cycles in the history of the company, the first ending with massive artistic 
success in Australia, followed by near financial ruin on returning in 1949, the second 
involving painful but successful reconstruction over the next decade.
Narrative history has been through a period of decline, mainly as a result of the 
popularity of Marxist historical models in the interwar years, and of the influence of 
structural historians, particularly the ViQnch. Annales School, since the end of World War 
II (Stone, L.,1979). Narrative has been criticised for inadequacy in the analysis of 
complex contexts, for favouring the dominant historical actors, for giving an often false 
impression of consensus, and for offering an over-simplistic account of cause and effect. 
In art history, linear narration has been criticised for implying an evolutionary string of 
‘isms’ (Rees and Borzello, 1986, p. 12). However, from the late 1970s, the 
historiographical trend turned once again to the field of human action, particularly to 
those individuals whose lives had hitherto been considered unimportant by historians. 
Narrative history was reassessed. Narration represents a comprehensible approach to the 
expression of time passing, a vehicle for the expression of human agency (Burke, 1991, 
pp.234-235), and is essentially rooted in the ordinary experience of time, and the 
construction of identity and community (Carr, 1991). Narrative cannot be discounted 
since it is a powerful historiographic tool, which constitutes a mode of explanation in 
itself (White, H., 1973, pp.7-11). It is, however, important to uncover the ideologies 
which are subtly conveyed in the narrative.
Two of the most common narrative forms to be found in dance history writing, 
particularly in the general dance histories with a long time scale, are the ‘cyclical’ and 
the ‘evolutionary’ modes of explanation. It is possible to formulate the development of 
theatre dance as a series of cycles where a period of decadence is followed by the reforms
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of a great artist. For example, in Femau Hall’s critical/historical Modem English Ballet: 
an Interpretation (1950), Noverre in the late eighteenth century and Fokine in the early 
twentieth century reform the art form which had degenerated, according to Hall, into an 
empty spectacle.
As mentioned earlier in this chapter, the evolutionary approach of Curt Sachs has 
influenced much of dance history writing. The development of theatre dance is 
conceptualised as an artistic evolution from simple and primitive to complex and highly 
developed, the latter being regarded as the climax and culmination of a process. One of 
the problems with this mode of explanation is that periods or developments which do not 
fit easily into the story of continuous improvement -  like for instance the period of music 
hall ballet in Britain -  tend to be ignored. The histories which include the postwar 
decade all seem to accept that there is an evolutionary metanarrative into which they fit 
the stories they tell, of the gradual and inevitable progress of British ballet, its companies 
and choreographers.
It may be that this metanarrative has tended to act as a constituting force on 
subsequent discourse, so that this account has acquired the status o f ‘established truth’. 
Contingent issues, such as the persistence of European Modem Dance, or the 
questionable ‘Britishness’ of the companies and works comprising the ‘national ballet’, 
remain unexplained in these histories, because they do not conform to the metanarrative.
c) In both company histories and choreographers’ biographies the narrative 
is plotted from dance work to dance work. Although personal and social factors, artistic 
policies, and institutional strategies may be mentioned, the evaluation of the dance 
works is central to the narrative. This is only to be expected, since it is through the 
production of dance works that the claims to attention of a company or choreographer are
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justified. The traditional focus of theatre dance history is the dance work. In the 
histories with the longer time spans, this leads to the problem of superficiality. Bland, 
for example, cannot devote more than a paragraph to each production, in which to put 
across important elements and an assessment of its strengths, faults, critical acclaim, and 
longevity in the repertory. More importantly, the challenge for the writer is to 
contextualise the work so that some of the influences upon it are revealed, otherwise the 
work appears to exist in unrealistic isolation from the world in which it was generated. 
The tendency has been for dance histories to be firmly situated in the immediate artistic 
context of the dance company and the working process of the choreographer.
All the biographies mentioned here place the dance works in the context of the 
choreographer’s life, but the degree to which they do so varies, and the issue of the 
relationship which might exist between the choreographer’s personality and social life, 
cultural activities other than dance, and formal aspects of the works, is often left 
unaddressed. This is a mould which was broken by Julie Kavanagh’s biography of 
Ashton Secret Muses: The Life of Frederick Ashton (19961 She reveals Ashton in his 
social context, in a web of connections with artists of many disciplines, and high society 
figures who supported his work. She argues most convincingly for the idea that Ashton’s 
sexual relationships fed into the forms of his choreography. Her pathway to the 
acceptability of these revelations had already been opened by the development and 
acceptance of the academic study of gender and sexuality in relation to dance from 
academics including Judith Lynne Hanna (1988), Helen Thomas (1993) and Ramsay 
Burt (1995).
One of the constraints of the company history format has already been shown to 
be the closeness of the writers to their subjects, inhibiting critical examination of policy.
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One of the outcomes of this is that the institutional context of theatre dance production 
receives less attention than it warrants. Dance companies are complex organisations 
where personal and professional relationships intersect in an artistic, political, and 
commercial environment, but writers tend to focus on the company as a creative, artistic 
community. The company histories, which could potentially provide the most 
fascinating revelations of the interactions between the institutional and artistic contexts, 
are generally disappointing in this respect.
Again, perhaps because the writers generally identify closely with their subjects, 
the reader gets a strong impression of the creative process as being one of intentions and 
of processes under the control of the choreographer. This is not to say that the 
contributions of collaborators in dance, music and design are not recognized. What is 
missing is any sense that the choreographer might be working with material of which he 
or she is not aware -  ingrained social attitudes, the working of the unconscious mind, the 
sense that the society around is producing cultural changes of which the choreographer 
is aware but which are being expressed unintentionally.
There is a general need to widen the concept of the artistic context of the dance 
work, to one which locates the dance work as a component of a much broader and more 
complex cultural environment. The contributions of music and design to the whole 
dance work are recognised and explored by all writers, but the visual arts and music tend 
to be seen only in relation to the dance work, and not as representative of the current 
trends within co-existing art forms. Choreographers are rarely placed in relation to 
general artistic trends and movements: such terms as ‘modernism’, ‘neo-classicism’, and 
‘ neo-romanticism’, which are at the heart of academic debate, are used sparingly, if at all,
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and without making those connections across art forms which could illuminate or 
challenge them as relevant style labels.
David Vaughan’s biography of Ashton, Frederick Ashton and his Ballets ( 1977) 
is deliberately formed as a choreographic rather than a personal biography, which 
Vaughan himself calls “a kind of extended catalogue raisonné of his work” (p.xvii). For 
this reason, little is revealed of Ashton’s life outside his choreography, apart from the 
background of his early years. Vaughan’s focus is on the analysis of Ashton’s works and 
the development of his style. For example, he charts Ashton’s development along the 
lines of dance classicism, in a series of works, culminating in Scènes de Ballet (1947). 
However, this meticulous consideration of the immediate artistic process does not extend 
to situating the work within the wider cultural climate, resulting in the fact that any 
parallels which might exist between Ashton’s aesthetic values and those co-existing in 
other art forms are not drawn. There is therefore no discussion of Ashton in relation to 
the neo-romanticism of British painting and poetry in the 1940s and early fifties, which 
would have provided useful background to the subject of this thesis.
In John Percival’s biography of John Cranko, Theatre in Mv Blood (1983), 
Cranko’s work is contextualised within his circle of collaborators -  designers, 
composers, dancers, and other associates -  and also within the tensions of ballet 
company internal politics, and this is the strength of the book, but there is room for a 
much closer analysis of connections between the choreography and Cranko’s social 
world and artistic contacts. Cranko worked with some of the major figures of British arts 
in the 1950s, having had particularly close and fruitful working relationships with John 
Piper and Benjamin Britten. Just what connected these men at the level of artistic style, 
aesthetics, aims and approaches, is not explored by Percival. Even in these two
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biographies which recognize the importance of context, dance appears to occupy a place 
of lofty separation from the general cultural context, even in relation to other arts.
To summarise then, the standard histories which refer to the postwar decade are 
valuable sources of empirical material, however, they are normative in nature, not only 
because they focus on a limited selection of institutions and personalities, thus 
legitimising and continuing the established canon of ‘greats’. For the most part they also 
have common structures with an implicit ideology which separates dance works, their 
creation and appreciation, from other spheres of life.
The standard secondary sources come together as a monolithic version of history
from the dominant viewpoint. This kind of history has been challenged by some recent
trends in history. The knowledge that historians are situated in time, place, class and
gender rather than being disinterested adjudicators, makes it necessary to achieve balance
by searching out competing perspectives.
We have moved from the ideal of the Voice of History to 
that of heteroglossia, defined as ‘varied and opposing 
voices’.
Burke, 1991, p. 6
In the case of British theatre dance in the postwar decade, there is clearly a case 
for mobilising ‘varied and opposing voices’, in order to challenge the normative history. 
In this thesis, the competing perspectives of some of the choreographers and works which 
have not been sanctioned by the established canon of ‘greats’ will be heard. This is a 
choice which has been made, not in order to suggest a reformulation of the canon, but to 
demonstrate that the canon cannot ever give more than a partial impression of artistic 
activity at one time.
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THE DANCE WORK
The emphasis upon the dance work as the central category of dance history, to the 
exclusion of context, follows a deeply entrenched idea in Western thought. The notion 
that the purpose of the arts is to produce works that exist for their own sakes, rather than 
to use their practices and skills in the service of church, society or state, was itself a 
product of the division between ‘high arts’ and crafts during the economic and social 
processes moulding capitalism, modernity, and bourgeois society. The emergence of the 
romantic artist-figure as an inspired individual or ‘genius’ was another essential strand 
in the status given to the art work. It is probable that the primacy of the dance work in 
dance history writing derives to some degree from the equivalent notion of the 
autonomous music work. Music also had that ephemeral and practical nature which 
made it ambiguous as a ‘high art’, but its purpose was reconceptualised during the early 
nineteenth century, as an ‘imaginary museum of musical works’ analogous to the 
concrete existence of works of visual art (Goehr, 1992). The paradigm of the musical 
work established that it had a real existence, even outside the time span when it was 
present in performance, its particular aesthetic properties and performance style guarded 
by notions such as authenticity and plagiarism, and by the rituals and behaviour which 
were legitimate at the public performance.
This notion of the art work having an autonomous existence in a separate and 
particular kind of reality sets up a tension with the social facts of its production and 
reception. At times, there have been moves to reintegrate art with life by challenging 
some of the framing devices and aesthetic forms considered essential to the performance 
of ‘works’. In performance art, for example, this was done by ecvant garde groups such
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as the Dadaist Cabaret Voltaire in Zürich (1916) and the dancers performing in Judson 
Church, New York, in the early 1960s.
This tension between the work and the context which exists in arts practice can
also be observed in current discourse within art history. In 1975 a volume entitled What
is Art Historv? (Roskill) answered that it was about:
style, attributions, dating, authenticity, rarity, 
reconstructions, the detection of forgery, the rediscovery 
of forgotten artists and the meaning of pictures.
Rees and Borzello, 1986, p.2
This may have been a rather partial picture of the discipline at this time, since 
there were already a few scholars writing on the social history of art (e.g. Hauser, 1962), 
but it is clear that Roskill’s version of art history, which favoured the work above the 
context, was standard at the time. In the late 1970s that inward focus of art history was 
challenged. The so-called ‘new art history’ questioned the way in which art history 
separated itself from society, and its failure to face the hidden issues of power which 
supported both the established canon and the authority of a normative art history (Rees 
and Borzello, 1986). The result for art historians has been a diversification in the modes 
of explanation, making cultural meaning rather than inherent aesthetic value the object 
of enquiry (Bryson, Holly and Moxey, 1994, xv -  xxix).
Nevertheless there is always a balance to be sought between the analysis of the 
work and its context. Neither an art or dance history of isolated works, nor one where 
they become simply “illustrations of sexual oppression, class war, imperialism or the 
ruling ideas of a particular age” (Rees and Borzello, 1986, p. 8) can fully do justice to the 
dual nature of art -  or dance -  works. In the sociology of dance this need for balance has 
been demonstrated by Helen Thomas in a methodology which recognises the difference
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between the social world and the world which the dance work creates with its own 
specific forms. There is an equal emphasis on the social world extrinsic to the dance 
work and on the intrinsic forms of the dance work, which exist in a reflexive relationship 
with each other (1995, pp.23 -  28).
Having recognised the need for balance, there are implications for the way that 
dance works are chosen, analysed and presented as part of an historical investigation. In 
this thesis each case study has been chosen because the work embodies a perspective 
which is central to the chapter of which it is part, but since the works are not to be seen 
simply as illustrations of contemporary cultural themes, the case studies will aim to be 
as open as possible, allowing the material of the works to suggest routes for investigation 
and methods to be used. The case studies should therefore not only be able to reveal 
some of the ways in which the context of Britain in the postwar decade finds a voice 
through dance works. They should also be able to suggest the special nature of dance 
works as art, with structures quite separate and distinct from the structures of everyday 
life, and with intrinsic forms which embody and develop upon the traditions of theatre 
dance.
MODELS FOR DANCE HISTORY WRITING AND A METHODOLOGICAL 
FRAMEWORK
This section will first look at some of the acclaimed books of dance history which 
have used new approaches to dance historical writing, although the areas of study have 
not been relevant to the topic of this thesis. All three of these books combine the analysis 
of the material of dance with contextual analysis of different kinds.
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Lynn Garafola’s Diaghilev’s Ballets Russes (1989), eschews the meticulous, 
chronological narrative of the standard works by Richard Buckle (Nijinsky, 1971; 
Diaghilev, 1979), in favour of a tripartite structure -  ‘Art’, ‘Enterprise’ and ‘Audience’. 
Throughout the first part of her book she examines the company repertory in relation to 
modernist aesthetics. Following this, her focus on economic and social contexts shows 
how these entwined with the artistic objectives of the company. Garafola has 
demonstrated the richness of the areas of context missing from the conventional company 
histories and biographies.
Susan Manning analysed the works of Mary Wigman and her later influence in 
Ecstasv and the Demon (1993). Manning’s intention is to employ an interdisciplinary 
approach informed by “the history of the body and the sexual and national politics of 
artistic modernism” (p.xiii). Because her intention is to mount a critique of the received 
assumptions about Wigman’s works before, during, and after National Socialism in 
Germany, her account is chronological. She maintains ihdXAusdruckstanz, the indigenous 
form of European modem dance, is ignored by cultural historians of Weimar and Nazi 
Germany because it defies the metanarrative of the cultural breaks dividing Weimar, 
Nazi, and postwar periods. Wigman’s work speaks of the cultural continuities stretching 
all the way from Weimar and deep into postwar Germany, a message politically 
inconvenient to many historians. It is the marginalization of dance scholarship which 
makes it possible for cultural historians to “privilege a paradigm derived from one art, 
apply it blankly to other arts, and leave out arts that do not fit the paradigm.” (p.4)
Manning here confirms Layson’s theoretical stance which draws attention to the 
validity of atypical historical temporalities, and to the problem of hidden hierarchies. It
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also highlights the drawbacks of looking to general cultural histories for explanations 
about dance.
Nearer than either of these two books to the subject of British theatre dance in 
the 1950s is Striding Out (1992), in which Stephanie Jordan examines the emergence of 
‘New Dance’ in Britain in the 1970s out of experimental tendencies within the newly 
established London School of Contemporary Dance of the late 1960s. Jordan structures 
this account in two parts. In the first, the institutions of this movement are examined -  
London School of Contemporary Dance, the company Strider, X6 Collective, and the 
festival movement of the 1970s. These institutions are analyzed both for their actions, 
their underlying philosophies, and internal tension, and the role of Arts Council funding 
is appraised. The choreographers and their works are closely examined in the second part 
of the book, with the focus on the dance works and the development of the choreographic 
style, with some detailed structural analysis of dance works. This attention to the deep 
structures of institutions and the integration of dance analysis into the account, presents 
an alternative to some of the superficialities of company histories and choreographers’ 
biographies.
These three works of dance history provide instances of an approach which places 
an analysis of the material of the dance work within a contextualisation which observes 
how the work exists in a reflexive relationship with its social, political and cultural 
contexts.
Writing in a book review in 1997, Susan Manning identified significant moments 
in the dialectic between theory and dance history in the 1980s. She cites Susan Leigh 
Foster’s Reading Dancing (1986) as the moment when ‘theory entered dance studies’, 
and Garafola’s Diaghilev’s Ballets Russes (1989) as the moment when dance history
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‘reconfronted’ theory. By this she means that, whereas Foster was synthesising an 
approach from a variety of philosophical and literary theorists and applying it to a large 
amount of generally available dance historical source material, Garafola reemphasised 
the importance of primaiy research, while acknowledging an underlying influence of 
theory. Manning points out that both of these works were significant in “legitimizing 
dance as a subject for enquiry” because they were able to speak to readerships beyond the 
limits of the academic dance community (1997, p.l 16).
In the spirit of Garafola and Jordan, this thesis aims to present dance history 
writing which is theoretically informed, rather than in the combined theory/history model 
Manning uses in Ecstasv and the Demon. At the same time, the project may contribute 
to the process of rescuing dance history from its marginalisation within academia, by 
offering an alternative overview of British culture in the postwar decade.
It is now possible to conceptualise a series of methodological requirements with 
which to structure the research and writing of this project on British theatre dance in the 
postwar decade.
•  1 This project is initially conceived as non-normative. It should challenge the
received assumptions and established metanarratives of theatre dance in the 
postwar decade by seeking out competing and non-canonic perspectives, and it 
should both utilise and challenge the interpretations of cultural historians and 
dance historians.
•2  Dance history must reflect the intrinsic artistic nature of dance works but at the
same time they need to be shown as dynamic elements of a general cultural and 
social context in which artists reproduce and disseminate ideas. This project aims
- 32 -
to identify some of the cultural themes particular to the postwar decade, and to 
trace their mediation in various spheres of cultural life, particularly in dance 
works. At the same time case studies will recognize that dance works are not 
reducible to this one function.
•3  Cultural history and dance history must be seen to exist in a dialectic, the
knowledge of the dance work illuminating the historical context and vice versa. 
In this way, dance histories can contribute to richer and more diverse general 
cultural histories being written.
•4  While attempting to reconstruct a sense of the past, the study sets out with an
awareness that the historian is situated in the present, with all that implies about 
the capacity of present influences -  some of which were suggested in the 
Introduction (pp. 1 -  3) -  to structure the writer’s interpretation.
•5  The evidence of historical traces and of personal testimony from informants are
recognized as being frequently fluid, contradictory and ambiguous, rather than 
pointing to unambiguous conclusions. The conclusions of the research, therefore, 
may need to embrace multiple and overlapping interpretations about theatre 
dance in the postwar decade.
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CHAPTER TWO:
THE POSTWAR DECADE AND THE FESTIVAL
OF BRITAIN
In this chapter British theatre dance in the postwar decade will be located within 
its wider institutional and cultural context. The chapter first suggests some of the most 
significant social and political factors in the situation of Britain during the period of 
roughly ten years which is covered by this study. The Festival of Britain is one moment 
in the decade which was intentionally accorded significance by its creators and was 
wittingly and unwittingly encoded with themes and ideas current in the postwar decade. 
The chapter goes on to summarise some of the structuring factors influencing the 
development of dance companies as locations for original choreographic work. It will 
be seen that a central role within the institutional framework for the arts was occupied 
by the Arts Council, and therefore its policies and development during these years will 
be analysed particularly in relation to its policy for dance.
The last part of the chapter will begin to enquire into the conceptual underpinning 
of the Festival of Britain, articulating ideas about the condition and beliefs of the nation 
at this juncture. The Festival’s centrepiece, the South Bank Exhibition, will be 
contrasted with the Arts Council’s own sponsored events and publications where a 
different set of beliefs about the nation’s past, present, and future was given prominence. 
From these two versions of the meaning of the Festival some themes will be isolated and 
taken forward into the following chapters for more detailed analysis in relation to dance 
works in the postwar decade
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AN OVERVIEW OF BRITAIN: 1945 -  1955
On 8 May 1945, V.E, Day marked the end of World War Two in Europe. 
Preparations began in Britain for a general election, and the return to normal political 
conditions after the wartime coalition government. The July election brought about a 
massive Labour Party victory and it was this government which carried through the raft 
of social legislation which brought into being the ‘Welfare State’. This was not 
revolutionary in itself, since social policy legislation had been subject to periods of 
intense reform throughout the century, and the postwar reforms were the culmination of 
planning and reporting which had been ongoing during the war years (Addison, 1975). 
Nor was it specific to Britain, since most European democracies introduced some degree 
of improved provision as soon as possible in the postwar years. In Britain, however, it 
had a special resonance. “It was treated as the talisman of a better postwar Britain 
generally” (Hermessy, 1993, p. 122), an advance upon the privations of the 1930s and the 
war. The ground had been prepared during the war, the most important contribution 
being the Beveridge report of 1942, which set out a recovery plan for the nation based 
on a free National Health Service, child allowances, and full employment.
During the first three years of the Labour administration, legislation was put into 
practice which delivered the National Health Service and a National Insurance scheme 
against poverty brought about by sickness, age and unemployment. The 1944 Education 
Act was implemented, raising the school-leaving age to fifteen, and embodying the 
principal of free secondary education for all, in ‘modem’, grammar or technical schools. 
Coloured by the same zeal, but over-optimistic in scale considering the circumstances, 
a huge building programme was promised to meet the need for new homes, to clear 
slums and bomb damage; this was to include fourteen ‘new towns’. The postwar years
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were to be an era of rebuilding in more than one way. The charter given to the Arts 
Council in 1946 is also part of this new culture of opportunity.
In spite of all the real achievements of the postwar settlement, it is clear that, after 
the first euphoria, there were also reasons for pessimism. The late forties have been 
dubbed ‘The Age of Austerity’ (Sissons and French, 1963). For one thing, food and 
clothing continued to be rationed and, under the strain of economic circumstances, 
rations were cut further. Clothing continued to be rationed until 1949, and rationing of 
certain foodstuffs remained until 1954. The economic effect of the war had been 
devastating and the economic circumstances made it necessary to withdraw from parts 
of the Empire, although this was not willingly grasped by the government. In 1947 and 
1948, first India and then Burma became independent and the mandate on Palestine was 
relinquished. It was only with the help of an American loan in 1946 and Marshall Aid 
from 1947 to 1950 that total bankruptcy was avoided.
The world picture seemed hardly less threatening than during the war. Atom 
bombs brought the war with Japan to an end in August 1945 and the prospect of nuclear 
war came to overshadow all cultural and political activity, with the atom bomb in the 
possession of both the USA and USSR by 1949, and the hydrogen bomb being tested a 
few years later. Britain tested its independent nuclear weapon in 1952. The frightening 
opposition between the world blocks of East and West, The Cold War, was consolidated 
in the Berlin Blockade of 1948 -  49. In the Korean War of 1950 -  1953 there was the 
fear that nuclear weapons would be used.
The late 1940s, then, had a sombre and depressing side which had an effect upon 
the cultural life of Britain. In the final edition of the influential cultural and literary 
review, Horizon, its editor, Cyril Connolly, observed a breakdown in the very fabric of
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Western humanism which British intellectuals had felt they alone could protect in 
wartime.
it is closing time in the gardens of the West and from now 
on an artist will be judged only by the resonance of his 
solitude or the quality of his despair.
Connolly, 1950, p.362
The dance writer Arnold Haskell has a chapter in his ‘interim autobiography’ entitled
‘The Dance of Death’ which expresses his gloom and cynicism in the face of the political
and cultural situation.
When we call bathing slips ‘Bikinis’ and talk of an ‘atom 
haircut’, it is not because we are frivolous or take these 
things lightly. We are just whistling to keep up our spirits 
as we struggle through the darkness and the mud.
Haskell, 1951b, p.307
It was into this atmosphere that the Festival of Britain of 1951 was intended to 
inject a quite different sense of present history. It had been as much a product of the 
period of intense postwar planning and development as was the Welfare State. Initially 
it had been suggested as early as 1943 by the Royal Society of Arts, that there should be 
an international exhibition to celebrate the centenary of the Great Exhibition of 1851 at 
the Crystal Palace. The postwar government rejected the plan for an international trade 
and industry exposition in favour of something with a more national flavour and the 
council to administer the festival was set up in 1948.
In London the Festival comprised the South Bank Exhibition, the Pleasure 
Gardens at Battersea, the science exhibition at the Science Museum, a living exhibit of 
architecture, town planning and building research in a site under development in the 
Lansbury neighbourhood at Poplar, a book exhibition and 1851 Centenary exhibition at
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South Kensington, a festival of British films, and the London Season of the Arts. The 
Festival achieved a countrywide spread at the express instruction of the government. The 
Festival ship Campania, a converted aircraft carrier, carried a condensed version of the 
South Bank Exhibition to coastal towns, and the Land Travelling Exhibition carried an 
edition emphasising industrial and design aspects to the industrial cities of Manchester, 
Leeds, Birmingham and Nottingham; Glasgow hosted the Exhibition of Industrial 
Power, and the Ulster Farm and Factory Exhibition was held in Belfast. Twenty-two arts 
festivals were officially designated by the Festival, and towns and villages were 
encouraged to put on their own celebrations, even without central funding, and these 
ranged from celebratory events to renewing local amenities. A spread was achieved 
between the educational, the highbrow, and “fun, fantasy, and colour” (PRO, EL6/21, 
p.7).
This brief description shows how the Festival, although created by bodies 
independent fi-om government, was mediating ideas with a particular significance for that 
period. Renewing confidence in British industry and science, and the contemporary 
importance of building and town planning are themes which support the policies of 
postwar reconstruction, while ‘fun, fantasy and colour’ could be seen as the antidote to 
austerity.
Just after the close of the Festival, in October 1951, a general election resulted 
in the return to power of the Conservative Party. In the early fifties Britain was 
climbing out of austerity and financial crisis, towards ‘The Age of Affluence’ (Bogdanor 
and Skidelsky, 1970) ‘ when a period of growth and relatively full employment obscured
' This title clearly draws upon the writing o f  the American economist G.K. Galbraith, whose 
The Affluent Society (1958) had a considerable influence in questioning consumerism in Britain 
from the late 50s.
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the underlying weaknesses caused by the failure to reform industry. Celebrations for the 
Coronation in 1953 brought talk of a ‘New Elizabethan Age’, but the present reality was 
that world leadership had passed to the United States and that Britain’s negative attitude 
to the new institutions of the emergent European community was making her look 
increasingly irrelevant there also.
With hindsight the first half of the fifties seems to be an unwarrantedly 
conformist and self-satisfied period. This was a period of consensus politics. Protest 
movements like the ‘Angry Young Men’ and the Campaign for Nuclear Disarmament 
(CND) were to be a feature of the later fifties, and it was not until the early sixties that 
a rash of books would seek to analyze the country’s economic stagnation and divisive 
class relations (e.g Shanks, 1961; Hartley, 1963;Koestler, 1963). In chronological scope 
this study stops before the defining year of 1956. In the arena of politics, the Suez Crisis 
then proved that Britain could no longer initiate a foreign policy without American 
cooperation. On the stage, John Osborne’s play Look Back in Anger succeeded in 
crystallizing a mood of dissent in the figure of the ‘Angry Young Man’, as a culmination 
rather than a beginning, expressing the fears and frustrations of the postwar decade. The 
task of this study will be to look at some of the ways in which an understanding, or 
indeed denial, of Britain’s situation was encoded culturally during the postwar decade. 
The Festival of Britain, intended to represent the whole way of life of the people of 
Britain, could be expected to articulate some of these multiple, overlapping and 
contradictory perspectives.
Since dance works will provide the detailed case studies in the following 
chapters, it will be useful to first examine the immediate institutional environment of 
dance creation in the postwar decade. Although there have been important creative solo
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recitalists in the history of dance, this is a phenomenon particularly associated with the 
artists of early modem dance, and not influential as a mode of performance postwar. 
Dance companies, both small and large, are therefore the locations where creative work 
takes place. Their most obvious function is to enable dance works to be performed for 
a paying public, but crucially for this study they also provide the raw materials, the 
bodies and dance techniques, out of which the dance work is fashioned.
In the early part of the research for this thesis it became clear that a survey of 
British dance companies of the postwar decade needed to be undertaken. In the absence 
of any existing comprehensive survey, the method was to scan the contemporary dance 
periodicals and books for references, advertisements and reviews. In addition, the 
existence of Arts Council files consigned to archives at the National Resource Centre for 
Dance and the Public Record Office have given some information. The drawback of this 
method is that it is not always easy to find out when a company ceased activities, 
however even such a general survey reveals some surprising information (Appendix I).
Firstly, their number is rather larger than might have been supposed from the 
secondary sources. As was shown in Chapter One, the normative history of this period 
is rather selective. Secondly it can be seen that, although ballet companies are in the 
majority as is suggested by secondary sources, dance companies using dance techniques 
derived from modem dance, Afro-Caribbean, Scottish and Polish folk dance are also 
represented. It will be seen later that two themes which emerge very strongly from the 
Festival of Britain are those of national identity and the pursuit and definition of ‘the 
modem’. The presence of British modem dance companies, and British dance companies 
embodying a range of ethnicities, will generate some of the discussion in Chapters Three 
and Four.
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To some extent, dance companies using all techniques benefited from the 
conditions which made it possible to talk of a postwar ‘ballet boom’. Since ballet 
companies were in the majority, and because most available documentation relates to 
them, there will be times in this chapter when the term ‘ballet companies’ will be more 
appropriate than ‘dance companies’.
At the end of World War Two, British dance companies were in a paradoxical 
position which they shared with many other artists and organizations. On one level there 
had been major frustrations caused by wartime circumstances: dance companies had 
faced harsh touring conditions and the loss of most of their male dancers to the forces. 
On the other hand currents of opinion had recognized that the arts could represent 
national resistance and survival, as well as offering to transcend the present austerity and 
danger.
In dance as in other arts, wartime brought a sense that the whole of European
civilization had retreated behind the coastline of Britain. Churchill’s famous words on
the eve of the Battle of Britain -  “Upon this battle depends the survival of Christian
civilization.” (Churchill, 1941, p.234) -  were echoed by the ballet critic Arnold
Haskell, amongst others.
Yes, it is good to be British, to be the guardians of all the arts that 
make life worth living. One day we will restore them to the 
conquered nations and our own contributions to art will shine 
with a brighter light.
Haskell, 1940b, p.652
With so many aspects of civilian life being put under the control of a centralised 
bureaucracy it did not seem untoward that the arts should receive official approbation and 
support. In this climate the state sponsorship of the arts became actuality.
At the outbreak of war, the Entertainments National Services Agency (ENSA)
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was reactivated as the body taking entertainment, including ballet companies, to the 
forces. The Council for the Encouragement of Music and the Arts (CEMA) was set up 
in 1940 for the civilian population. CEMA’s policy, when set up by the Pilgrim Trust 
and part-financed from the Ministry of Education budget, had been to encourage amateur 
music and drama, as well as offering professional concerts, plays and exhibitions, often 
in factories or hostels. By the time the economist Maynard Keynes \  became chairman 
of CEMA in 1942, the amateur side of the work was already being absorbed by adult 
education bodies, a trend which he continued.
During the war years the distinction between CEMA and ENSA was part of the 
defining process of the subsequent Arts Council. Whereas ENSA’s aim was to provide 
mass entertainment in the broadest sense, often employing existing organizations from 
the commercial theatre, CEMA insisted that it could only aid companies with a non­
profit-distributing board structure, thus construed as having at least the partial aim of 
educating the public in an art form which was inherently valuable and ‘improving’. (Pick,
1986, pp.44 -  45) CEMA, and its successor the Arts Council, were thus involved in the 
propagation of ‘The Arts’ with a value judgement attached -  intrinsically valuable but 
without sufficient popular support to meet their costs. Although it has not been possible 
to examine this area in its entirety, ENSA’s role in putting ballet before new audiences 
must be at least as important at that of CEMA. From 1944 it was possible to send 
companies to garrisons, not only in Britain, but in Europe, and later to India and the East. 
Companies already associated with CEMA -  Sadler’s Wells Ballet, Ballet Rambert, 
Ballets Jooss -  did major ENSA tours, as did a number of smaller companies.
 ^ Keynes was one o f  the century’s most influential economic theorists and a financial advisor 
to the British Government as well as being a patron o f  the arts and a part o f  the Bloomsbury Group 
o f artists and writers. See also pages 4 9 - 5 1 .
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The popularity of ballet in the late forties could be attributed both to its inherent 
illusionism at a time when austerity made escapism attractive, and to the educative 
function of ballet touring during the war. One result was in the way that ballet imagery 
was appropriated by popular culture. The decorative-arts historian Bevis Hillier 
identifies ballet imagery as a discernible theme in the decorative arts in the postwar 
period. Appearing in fabric designs and in advertising, the images accent ballet’s 
lightness, movement and escape from gravity. For Hillier, these, along with surrealist 
and nostalgic tendencies, belong in a class of imagery which he defines as escapist ( 1983, 
p. 130). As a further example, it can be seen that picture stories on dance-related subjects 
were relatively frequent in Edward Hulton’s popular weekly Picture Post: in 1946 there 
were approximately twenty-one of these, all but four on theatre dance.
Two further developments which point at increased grass-roots support for theatre 
dance, are the increased market for books on dance during the decade and the 
proliferation of ballet clubs. During the thirties an average of only six books on ballet 
were published each year in Britain, but by 1952 this had risen to twenty-nine (Forrester, 
1968, p. 17). Ballet clubs also grew in numbers. They varied in their objectives, 
sometimes having amateur performance groups and sometimes mainly sponsoring 
lectures (Wilson, 1948). Sometimes they were also in the position to book and publicly 
present one of the smaller companies, thus becoming an important link in the dance 
economy. In 1949, by which time there were fifty ballet clubs in the British Isles, the 
Association of Ballet Clubs was formed.
On one level, people working in dance were buoyant because of the new audience 
that the war years had brought: on another level they feared that the result of popularity 
was the lowering of taste, turning “a connoisseur’s art into a Woolworth’s bargain”
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(Tassovin, 1950, p.8). Observing “the long queues and hysterical applause which 
accompany every performance of practically any company”, seemed to some 
commentators more akin to film-star worship than genuine appreciation (Fraser, 1946, 
p.37) During the early fifties, however, it became clear that the postwar ‘ballet boom’ 
was not sustained. There are several factors contributing to this situation. Across the 
performing arts the new provincial audience exploited during the war was not fully 
maintained. The assistant drama director of CEMA reported of his postwar audience that 
their attitude was:
Theatre? That’s something we went to during the war.
We want to forget about the war.
Landstone, 1953, p.60
Ballet was in some ways an antidote to austerity whose appeal could be expected to fade 
somewhat as austerity was left behind. The arrival of American musicals offered an 
alternative kind of escapism, and one more in tune with the times. Apart from issues of 
public taste there are structural reasons which are more difficult to assess. The popularity 
of touring musicals sometimes made it difficult for ballet companies to find a theatre in 
the provinces (NRCD: AC, Metropolitan Ballet, letter 20/12/48). On the other hand, most 
people still took holidays in Britain, and theatres in coastal towns often booked small 
ballet companies for summer seasons.
The influence of television is also equivocal. When BBC Television resumed 
transmission in 1946, ballet and dance were very well represented considering the limited 
total of transmission hours. However, reception was confined to the London region until 
the Midlands transmitter opened in December 1949. It is typical of the BBC’s 
proselytising zeal for the arts that, when ballet programmes were losing their audiences 
(Rowson Davis, 1993, p. 197) the response was to institute a series of programmes,
- 44 -
Ballet for Beginners presented by Felicity Gray, which presented short ballets or extracts 
within an educational framework, aimed at adults as well as children. The programme 
was popular with audiences and dance critics and went into five series between 1949 and 
1953. Gray created the Television Ballet Group in 1950, in order to have a small number 
of dancers with experience in television work on contract to the BBC. One result of this 
was regular exposure and recognition. In two companies, the London Theatre Ballet and 
Theatre Arts Ballet, Gray brought the group and the Ballet for Beginners programme 
format to the stage (see Appendix I).
Coverage by BBC transmitters had reached most of England, Wales and Southern 
Scotland by 1952. On the one hand, the growth of television ownership, which was 
greatly accelerated by the Coronation of 1953, depressed attendances at all the 
performing arts. On the other hand the representation of ballet and dance in BBC 
programming could well have changed the class profile of the theatre-going public. The 
BBC’s postwar programming of theatre dance is the subject of extensive research and 
documentation by Janet Rowson Davis (1990 -  1996).
The Michael Powell and Emeric Pressburger film The Red Shoes ( 1948) starring 
the Sadler’s Wells ballerina Moira Shearer, was another encounter between the popular 
and the high arts. It was certainly a highly successful film, and although it is not possible 
to say whether it increased audiences for theatre performances, it gives a compelling 
account of ballet company life which must have added to the general extension of ballet 
imagery into popular culture already mentioned in relation to the decorative arts.
At the heart of the film was a long ballet sequence based upon the Hans Andersen 
fairy tale of the magic shoes which forced their wearer to dance to death. The ballet was 
a surreal and psychological comment upon the plot of the film in which the ballerina,
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unable to reconcile her love for her husband with her love for dancing, commits suicide. 
In its rendering of the romantic love/art/death triad it is now taken to be the climactic 
moment of the neo-romantic cinema. The same team attempted to repeat its success 
with the ballet and opera film The Tales of Hoffmann (1951), which opened for the 
Festival of Britain, but it was not a success with the public.
An editorial in Dance and Dancers declared with some pleasure in April 1953, 
“The Boom is Over” (Williams, 1953, p.7). The ambivalence existing within the ballet 
community towards popular commercial success is examined in more detail in Chapter 
Five.
Unequivocally, ballet became a recognised part of the cultural life of Britain 
during and after World War II. This was dramatically illustrated by the status accorded 
to Sadler’s Wells Ballet, when it became resident company at the Royal Opera House, 
Co vent Garden, from 1946, acquiring the status of the national ballet company. The 
Arts Council supported this and other companies, as will be seen in the next section of 
this chapter. British ballet now had an established and recognised first generation of 
choreographers and would clearly need to set about encouraging a younger generation, 
but there was little opportunity for new choreographers in the leading companies.
Appendix II shows a survey of new choreographic works premiered by four 
companies. The number was of necessity very small, considering constraints of finance 
and time and the need to fit in new productions of existing works. Company policy 
would often indicate that works must be created by established resident choreographers, 
or international guests, as well as occasionally giving a chance to a promising new 
choreographer.
Another factor contributing to the lack of opportunity for new choreographers
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was the increasing importance in the repertory of the established canon, and in particular 
the nineteenth century classics. De Valois had a production of Swan Lake in the Vic- 
Wells repertory from 1934 and other ‘classics’ followed. During the war and after. 
International Ballet toured widely with productions of Swan Lake. The Sleeping 
Princess. Coppélia. and Giselle, and from 1947 the company often appeared in cinema- 
theatres with large auditoriums. International Ballet was one of the great popularisers 
of the nineteenth century canon in the provinces. The public taste for these “easy-on-the- 
eye-and-intellect” ballets (Sorley Walker, 1949, p.9) resulted in them occupying more 
of the repertoire because they were perceived as safe at the box-office.
Even small-scale companies toured with versions of nineteenth-century ballets 
in a much reduced form. For example. Continental Ballet, a company of twelve ballet 
dancers and two ‘gypsy dancers’, according to their Summer 1954 programme, 
performed Swan Lake Act II and Giselle Act II. In 1953, Ballets Minerva, an even 
smaller company, performed Giselle Act II and Swan Lake Act II with a corps de ballet 
of four dancers in each case, as well as Casse-Noisette Act III. Les Svlphides (Fokine) 
was a staple of most companies’ repertoires. A few companies in the postwar decade, 
like The New-Ballet Company, Ballet Comique of London, and the West Country Ballet, 
declared a policy of ‘original works only’, but these were a box-office risk. In Chapter 
Four it will be seen that, to some dance writers, the re-emergence of ‘the classics’ in the 
second half of the twentieth century seemed to be a return to a decadent and previously 
rejected form, and indicated once again the relationship between popularity and lowering 
standards.
The table in Appendix I shows that many companies were ephemeral. This is 
partly explained by insufficient finance but also by the fact that a company might be
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initiated simply to fulfil one engagement. Nevertheless the small company sector was
beneficial to the development of the new generation of choreographers,
The unsatisfactory position of aspiring choreographers led to serious thought
being given to the way that the new generation of choreographers could be nurtured in
workshop organisations. The most productive of these were the Royal Academy of
Dancing (R.A.D.) Production Club (1939-1958); Ballet Workshop (1951 -1955), and
the Sadler’s Wells Choreographic Group (active 1953, 1954, 1956). These were
organisations founded from within the dance community and can be counted as
successful in encouraging choreographers such as John Cranko, Kenneth MacMillan,
Peter Darrell and Jack Carter, whose work came to prominence in the 1950s.
During the postwar decade the Sadler’s Wells Ballet achieved an international
reputation, most significantly in America. From 1949, regular winter tours of North
America became a feature by either Sadler’s Wells Ballet or Sadler’s Wells Theatre
Ballet, lasting on average 20 weeks, and earning useful dollars. These artistic successes
could be given an additional significance within the context of Britain’s political
situation. No doubt the critic Richard Buckle was thinking about the financial and
political vicissitudes of the late 1940s when he wrote in response to the first American
successes of the Sadler’s Wells Ballet:
one day our national ballet may become the centre of a 
new golden age in the arts, and whatever commercial or 
military status Britain may have in the eyes of other 
peoples, she may, for the first time in history, claim with 
justice to be the artistic capital of the world.
unreferenced quotation in Brahms, 1951, pp. 30 -  31
It is as if artistic success in America could compensate for a world political role which
had been yielded to the United States of America.
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It is not only that the status and glamour of a national company acclaimed 
internationally reflects glory back upon its homeland. The postwar decade was the 
period when, against the background of the Cold War, cultural diplomacy became an 
important technique for gaining influence within the world political system. It was not 
only government agencies which were involved in promoting dance companies and their 
symbolic meanings. The C.I.A. covertly funded agencies such as the Congress for 
Cultural Freedom, which funded the ‘Twentieth Century Masterpieces’ festival in Paris 
in 1952, using the arts as exemplars of personal freedom and individuality in the free 
world. The postwar decade presented a world in which there was much to play for 
politically, but everything to lose if it came to nuclear war. In this atmosphere, with air 
transport and television making globalization of culture a simpler proposition, Britain 
needed internationally acclaimed companies like the Sadler’s Wells Ballet to represent 
the nation abroad.
THE ARTS COUNCIL AND ITS POLICY FOR DANCE
Maynard Keynes can be seen as a key figure in the development of Arts Council 
policy. He had long been a supporter of the involvement of government in subsidising 
the arts. This corresponds to the importance given to government intervention in his 
economic theory. A central Keynesian concept, which emanated from his observation 
of the Depression of the thirties, was that governments ought to intervene directly in the 
economic system in order to maintain frill employment and thus social cohesion. In a 
similar way he advocated that governments support “the civilising arts of life” (Arts 
Council of Great Britain [ACGB], 1946, p.21) as a social duty, in order to replace the 
patronage of the rich in a now more equitable society. Keynes was not unique in these
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views. Although championing the access of all classes to cultural activities, there was
a clear understanding that the arts to be opened up for appreciation were those already
sanctioned and propagated by superior classes. In a biography originally published in
the significant year of 1951, Keynes’ understanding of the relationship between artistic
and intellectual elites and the lower classes was summarised as follows:
After so many generations of toil and drudgery, the 
people, through the slow process of education and through 
the rising standard of living made possible by science, 
were coming within sight of the Promised Land. Only the 
artists and people of refined vision could keep that land 
fair and pleasant for them. It was a sacred trust. If art 
failed and intellect declined, the people would find that, 
after all their struggles, the promised inheritance had 
become a desert.
Harrod, 1972, p.766
Married to the Russian ballerina Lydia Lopokova, Keynes had a history of interest 
in the development of British ballet, having been treasurer to the Camargo Society which 
had produced British ballet performances in London in the early thirties. As chairman of 
CEMA he used his government influence to bring dancers of the exiled German modem 
dance company. Ballets Jooss, back from America and arranged for a base at the 
Cambridge Arts Theatre which he had originally built and then donated to a tmst. He 
also brought the Sadler’s Wells Ballet and Opera companies into association with CEMA 
for provincial tours. Following the direct approach of some dancers. Ballet Rambert was 
reformed and placed under the direct management of CEMA. From 1943, therefore, 
there was beginning to be a national policy for presenting ballet and dance companies to 
audiences all around the country.
Keynes can be seen as a central figure in the plan to make Covent Garden a state 
theatre for opera and ballet on the European model, subsidised by government funds
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through the Arts Council. This committee gave to the Sadler’s Wells Ballet the position 
of resident ballet company. Since the days of Keynes there has continued to be a much 
criticized close relationship between the Royal Opera House and the Arts Council, with 
a number of personalities serving both organisations (Hutchison, 1982, p.27).
There is really no break between CEMA and the Arts Council of Great Britain 
which received its charter in 1946, with Keynes remaining chairman until his death a 
few months later. Those ballet companies which had been aided by CEMA continued 
to be funded by the Arts Council. Sadler’s Wells Ballet, now at Covent Garden, assumed 
the role of the major prestige institution of British ballet. A new company, also 
associated with the Arts Council, was set up at the Sadler’s Wells theatre (Sadler’s Wells 
Opera Ballet, later Sadler’s Wells Theatre Ballet), to provide dancers for the opera 
company, but also to give experience to the younger Sadler’s Wells dancers and 
choreographers. Ballets Jooss continued to be associated with the Arts Council until 
1947, when it broke up following the severing of links with the Arts Council. Ballet 
Rambert continued to tour under the direct management of the Arts Council until 1947 
when it went on a long tour of Australia.
A glance at the table of ballet and dance company activity in the postwar decade 
(Appendix I) reveals that most companies received no subsidy from the Arts Council. 
However, the fact of there being a grant-giving body was an influence on the whole field 
of the art in two ways. Firstly, in the public perception, the support of the Arts Council 
necessarily implied artistic approval, while lack of support could imply the reverse. 
Secondly, in the absence of any government department for arts or cultural policy \  the
 ^ The first Minister for the Arts was appointed in 1964, but this was an appointment within 
the Department o f  Education and Science, rather than in an independent ministry.
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Arts Council became the authority dispensing not only money, but policy on the arts. 
It will be seen later in this chapter how the Arts Council failed to make a coherent policy 
for dance during the decade, because of internal structural deficiencies and ingrained 
assumptions.
It will help to explain the interactions of ballet companies with the Arts Council
in these years to first explain the various ways, direct and indirect, which were used for
subvention. Arts organizations, for example theatre companies, orchestras, or producing
organizations such as clubs, arts centres or theatres could enter into ‘association’ with the
Arts Council. It was essential to be legally constituted as a non-profit-sharing company
or charitable trust, which in its turn gave relief from entertainment tax. To quote from
the Standard Drama Agreement, which applied to associated ballet companies:
Financial arrangements of varying kind and degree may 
be made with each company to assist its work; and for 
each the Council is prepared to act as sponsor with 
Government Departments and public bodies, testifying to 
the value of the work done in the interest of the nation.
ACGB, 1947, p.47
Association, then, was a seal of approval from the Arts Council, but did not necessarily 
mean that a subsidy was included. In return the company had to accept an Arts Council 
assessor on its board, and had to keep the council informed of financial and artistic 
matters, often to seek permission for certain courses of action. This was the arrangement 
under which Sadler’s Wells Ballet and Sadler’s Wells Theatre Ballet worked, and 
following the return from Australia, Ballet Rambert also.
An indirect way in which non-associated companies could benefit from the 
system was through the grants or guarantees given to associated theatres or clubs, which
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sometimes enabled bookings by non-associated companies, but the policy of association 
with arts centres and clubs was withdrawn in 1952.
The system of association brought a number of problems with it. Performances 
given ‘in association with the Arts Council of Great Britain’ were often thought to be 
under its direct control and the Arts Council could be criticized because of standards of 
execution or taste. However, the Arts Council was aware that not all of its associated 
companies were of exemplary quality. There were other interpretations of “the value of 
the work done in the interest of the nation” which could lead to association, for example, 
as will be seen, touring to ‘theatreless’ towns was considered to be a social and political 
necessity in the early part of the postwar decade.
The Arts Council also managed a few companies and theatres directly. In the 
case of theatres, such as the Bristol Old Vic and the Salisbury Playhouse, this was usually 
an arrangement where direct intervention was deemed necessary to save an irreplaceable 
provincial venue. The direct management of companies was a carry-over from CEMA 
days and wartime direction of labour. Ballet Rambert had been part of this structure 
from 1943 when it was reformed under CEMA’s direct management. Hostel and factory 
concerts were a main component, but in the later war years and in the early postwar 
period the ‘theatreless towns’ came to be seen as constituting a problem area which direct 
management could deal with. At the root of the problem was an ethical dilemma. How 
could the Arts Council fulfil over the whole country the duty placed on it by government 
grant-in-aid, if arts facilities were so patchily available? Direct management was in part 
a response to pressure from regional offices and local arts organizations.
When Ballet Rambert came out of the direct management of the Arts Council in 
1947, and then went to Australia, it was felt necessary to form a new ballet company to
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be directly managed for this work. The St. James’s Ballet, named after the Council’s 
London address, had only patchy success and was the last attempt by the Arts Council 
to have a ballet company under its sole control. In any case, the practice of direct 
management was in decline. There was another kind of direct action for theatreless 
towns called ‘direct provision’ where a specific tour was set up and managed by the Arts 
Council, with artists or companies employed for that tour. This was an especially 
important strategy in Scotland.
Direct management and direct provision were responses to one of the Arts
Council’s prime duties under its charter. The original charter gave to the Council the duty
to increase accessibility to the arts throughout the country. The other responsibility was
to raise standards of execution. During the postwar decade the official policy statements
of the Arts Council gradually withdrew from the primary commitment to accessibility in
favour of the ‘power-house’ strategy, where supporting exemplary institutions like
Covent Garden, Sadler’s Wells, the Old Vic, and certain orchestras, was seen as fulfilling
a more general function because standards in these institutions influenced standards in
the whole country. This policy is particularly associated with Sir William Emrys
Williams. In his first Annual Report as Secretary General in 1951 he characterised the
choice for the Arts Council as being between raising standards through adequate
subsidies to the ‘power house’ institutions and the equal diffusion of the arts over the
whole country. In this ‘Raise or Spread?’ debate he led policy towards ‘Raising’. By
1956 the Arts Council was asserting.
The primary responsibility imposed by its Charter is to 
preserve and improve standards of performance in the 
various arts
ACGB, 1956, p.21
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although the Charter, in fact, made no distinction of importance between accessibility 
and raising standards.
The fact that the ‘power-houses’ of culture were mainly located in the capital
made this an issue with political ramifications. In spite of the growing strength of the
‘power house’ concept, the fact that the Arts Council had evolved out of CEMA meant
that some officers within the organization were still deeply wedded to the idea of
diffusion. One of these was Charles Landstone who retired as Assistant Drama Director
in 1951, having also been responsible for the direct management of Ballet Rambert and
St. James’s Ballet. In his view the members of the Council were mainly interested in
the more glamorous theatrical enterprises:
they have never regarded the work in the provinces as 
anything but window-dressing, wise to maintain for 
political reasons.
Landstone, 1953, p.l07
The Arts Council files now held in archives at the National Resource Centre for 
Dance and at the Public Record Office offer a perspective on the interaction between the 
‘official’ policies and the ground-swell of provincial opinion. These papers show that 
there was at least a superficial vulnerability when the Council’s centrist, elitist policies 
were questioned. For example, when International Ballet, an independent company with 
a good record of touring in the provinces (Derrington, 1954, p.350) was refused a grant 
in 1953, questions were asked in parliament and press, and the Director of Education for 
Sunderland wrote to a member of the Council making this an issue of poor shares for the 
provinces (NRCD: AC, International Ballet, File 149). The Arts Council was forced to 
reconsider, but the refusal was maintained and International Ballet ceased to function.
The structure of regional offices and regional directors provided a continuous
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ground-swell of opinion from the provinces. Significantly, it was from these that 
demands for more provision of small-scale ballet came. Here was an issue which 
illustrated the ideological splits, between ‘Raise or Spread?’, and metropolitan versus 
provincial interests. The regional directors deplored the withdrawal from direct 
management of the St James’s Ballet in 1949 and continued to put forward plans for a 
replacement. However, the Secretary General, Sir William Emrys Williams, attacked 
the policy of presenting “meagre productions in village fit-ups” (ACGB, 1951b, p.54). 
In 1953 the inherent problems of small scale ballet touring were discussed at two 
regional directors’ conferences (PRO, EL3/8). Five out of eight regional directors 
agreed that they wanted a small touring ballet company, while two of the others felt that 
ballet could not properly be presented by a small ensemble (NRCD: AC, Ballets 
Minerva, File 63), but they were not in favour of the lecture demonstration format, an 
idea which David Ellis of Ballet Rambert was currently putting forward under the name 
Ballet for All. Regional Directors tended to have quite a realistic idea of what their local 
populations would accept in terms of entertainment value and technical standards. The 
Arts Council closed down all of its regional offices in England between 1950 and 1956, 
reinforcing the impression of a centralized, London obsessed organization.
It is very misleading to use the Arts Council’s published financial accounts as 
evidence of its commitment to dance/ballet. Firstly, the large sums used to underwrite 
activities at the Royal Opera House and Sadler’s Wells were used for the upkeep of the 
buildings as well as the opera and ballet companies, and during the whole of this period 
the Arts Council and the bodies responsible for the theatres maintained that it was 
impossible to put a figure on the amount which was directly spent on ballet. Secondly, 
sums spent on directly managed or provided dance tours are not always specified in
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public accounts, and often came out of drama or regional project budgets.
Appendices III and IV have been put together in an effort to make sense of the 
vague terms in which the Arts Council’s public accounts referred to dance. Appendix 
III shows figures which are an indication of the small sums which were expended on 
ballet and dance other than on the Sadler’s Wells organization. As indicated above, the 
figures shown in the Annual Reports are incomplete, although it has been possible to get 
more accurate figures relating to the St. James’s Ballet and Ballet Rambert from the 
archives. From the financial year 1950/51, the Scottish Committee of the Arts Council 
gave a separate figure for its directly provided ballet tours, which gives some idea of the 
small scale of the operation.
During the failed attempts to obtain Arts Council support for International Ballet, 
a parliamentary question was tabled, asking for details of all Arts Council spending on 
ballet from August 1946 until the end of the financial year 1952/53 (House of Commons, 
1954, cols. 1359 -  1360). A list was given which must also include some of the hidden 
sums spent on directly managed and provided ballet which do not appear in the Annual 
Reports. This list, minus the sums for Covent Garden and Sadler’s Wells, which were 
once again said to be indivisible from opera, has been presented in the last column of 
Appendix III. This seems to offer a reasonable estimate of Arts Council spending on 
small-scale ballet and dance during those years. In contrast. Appendix IV shows the 
scale of the Arts Council’s commitment to the flagship companies. Although the sums 
for opera and ballet cannot be separated, except in the case of the sums specifically 
earmarked for the Sadler’s Wells Theatre Ballet and School between 1946 and 1950, 
what is clearly indicated is that the London opera houses took an increasingly large 
proportion of the total grant-in-aid during the postwar decade.
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The Arts Council saw its role in terms of provision to the public, but there is no 
development strategy for the improvement of performance or creative work independent 
of the main Arts Council clients. Use of the small-scale touring budget seems to have 
been a hit-and-miss affair, not necessarily motivated by the potential of the groups 
concerned. Appendix III suggests the openness of regional directors to employ a range 
of dance groups to suit the tastes of their audiences, as can be seen from the popularity 
of the Spanish dancers and the duo of Bodenwieser trained dancers from Australia, 
‘ Ballet for Two ’. One might wonder, however, whether there could have been an attempt 
to develop a small company or young recitalist, through more consistent support.
Certainly one reason for the lack of a strategy in this area is to do with the internal 
structure of the Arts Council. The advisory panels for music, art and drama, and 
departmental directorships for each of these three art forms, had been a retention from 
CEMA days, but it seems strange when such a large proportion of the grant-in-aid was 
absorbed by the needs of the Royal Opera House that opera and ballet failed to be 
separately represented at panel level or by an officer with separate responsibility. When 
opera and ballet were first supported by CEMA in 1942, they were placed under the 
Director of Professional Drama. By 1945, however, it was felt that they were more 
appropriately controlled by the Director of Music, but with reference to the Director of 
Drama. For the financial year 1946 -1947, Ninette de V alois was a member of the music 
panel, but not thereafter. The fact that so much Arts Council policy was about the 
development of ‘power houses’ at Covent Garden and Sadler’s Wells, explains the 
difficulty of seeing ballet as a separate entity. Opera and ballet were treated as a dual 
art, and ballet’s contribution to opera performances tended to obscure its independent 
creativity with the people running the affairs of ‘opera and ballet’ at the Arts Council.
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In March 1948 the attempt was made to set up a panel for opera and ballet. This 
included representatives from the major opera companies, and the ballet world was 
represented by Ninette de Valois, Arnold Haskell, then principal of the Sadler’s Wells 
Ballet School, P.J.S. Richardson, editor of The Dancing Times, and Jay Pomeroy, an 
impresario with an interest in placing ballet companies in musical theatre shows. Frank 
Howes, music critic of The Times, but also writing on dance, was included. As a notion 
of representing ballet issues to the Arts Council this is hardly equitable, since weighting 
towards the Sadler’s Wells organisation is obvious. In fact. Arts Council Assistant 
Secretary Eric White admitted as much in 1949, when he wrote that it was more a 
Standing Committee of particular organizations than a panel (PRO, EL4/51, p.6). This 
panel met four times but was dissolved in Summer 1949.
It has been implied that this panel failed because of incompatibility (White, 1975, 
p. 128), but its terms of reference could not have helped. From the beginning it was set 
up, not to advise and assist on policy like the other panels, but to exchange views and to 
seek to avoid such problems as touring clashes. This could have been an intrusion into 
delicate areas of competition for the opera companies. The Opera and Ballet Panel’s 
position must certainly have been obscure since, in spite of what Eric White says, it 
appears that the Executive Committee of the Arts Council wanted to have the support of 
the ballet members before setting up St. James’s Ballet (NRCD: AC, St. James’s Ballet, 
File 274, letter 6/4/48), but when it came to de Valois trying to get an official panel 
vetting of the St. James’s repertoire (NRCD: AC, St. James’s Ballet, File 274, letter 
30/11/48) nothing seems to have come of this request.
Out of the panel, two sub-committees were set up to discuss co-operation in 
touring and repertory (ACGB, 1949, p.20), with the ballet sub-committee being
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expanded by adding representatives from Ballet Rambert, International Ballet, and 
Metropolitan Ballet. The Arts Council Executive agreed to the Standing Ballet Sub- 
Committee, as this was sometimes known, being given power to audition dancers directly 
employed by the Arts Council in England and Wales (PRO, EL4/44, Executive 
Committee Meeting No.43, p.2). Regional directors were told that they could not employ 
Cygnet Ballet because it was not approved by the Standing Ballet Sub-Committee (PRO, 
EL3/61), and there may have been other cases when this happened. The Scottish 
Committee of the Arts Council continued to make its own decisions on the composition 
of its ballet tours (see Appendix III). In the absence of anyone within the Arts Council 
with the knowledge to make independent aesthetic judgements on dance issues, it seemed 
natural to delegate this task to a panel of experts, but questions can be asked about the 
appropriateness of the composition of this sub-committee. Was there sufficient 
understanding of the requirements of small-scale touring? After the dissolution of 
Metropolitan Ballet in 1949, and International Ballet in 1953, did the composition of the 
sub-committee maintain a balance between subsidized and non-subsidized companies? 
What conflicts of interest might arise in the representative of one company assessing 
another? For example, Marie Rambert was asked to report on Continental Ballet after its 
grant application, even though Ballet Rambert and Continental Ballet might have been 
in competition over small-scale touring dates (Benari, 1990, p. 144).
The position of opera and ballet clearly continued to concern the Arts Council. 
A special committee was set up to enquire into this, and the unpublished report was 
appended to the Treasury estimates for the years 1951 -  1956. The assumption that 
establishing national institutions was the central Arts Council policy on opera and ballet, 
was not questioned (PRO, EL4/53, 1950, p.2). The report surveyed touring provision
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over the whole country, and was in the end concerned that provision outside London was
not good enough. Opera and ballet outside the national institutions was given a place in
the estimates but not subjected to the same level of enquiry.
We do not believe that for the next quinquennium at any 
rate their work has any direct bearing on the broad 
national plan which we advocate, but rather that their 
value lies in having the liberty to pursue their several 
courses independently making the best possible use of the 
ad hoc grants made to them annually by the Council.
PRO, EL4/53, 1950, p.4
As far as ballet was concerned, the ‘national plan’ centred on the two companies
of the Sadler’s Wells organisation. Ballet Rambert had failed to achieve a long-term
policy. International Ballet was popular provincially, perhaps because of the non-
appearance of the Sadler’s Wells Ballet (p. 13), and the St. James’s Ballet had proved the
usefulness of a company of the kind, but was not currently being subsidised (p. 14). The
overall national company structure for opera and ballet was perceived as a pyramid. In
the case of ballet it had the Sadler’s Wells Ballet at Covent Garden at its apex but the
base of the pyramid was insufficient, having only Sadler’s Wells Theatre Ballet
instead of several such companies deployed suitably 
throughout the country where artists of all kinds could 
acquire the experience which will enable the most 
talented of them to reach Covent Garden.
p.l7
The company at Covent Garden should generally only be required to tour overseas and 
to the few largest provincial centres. Sadler’s Wells Theatre Ballet should tour nationally, 
and be taken under the management of Covent Garden. Most importantly, the report 
aimed to provide for provincial touring by establishing a provincial opera house in 
Manchester or Glasgow as the base for an opera and ballet company, which could be 
Sadler’s Wells Theatre Ballet or a third company set up for the purpose. Ballet Rambert
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was not considered part of the ‘national plan’, but should be supported with ‘ad hoc’ 
grants annually, and St. James’s Ballet should be reformed. Both of these companies 
were considered suitable for the theatreless towns, but their financial arrangements do 
not appear to be very secure. The proposal for the provincial opera house, and for the 
reform of the St. James’s Ballet could not be implemented, apparently because extra 
money from the Treasury was not forthcoming (White, 1975, p. 129).
This assumption of a natural hierarchy ignores the independence and 
individuality of many dancers and choreographers who, like Peter Darrell and Alan 
Carter, left the Sadler’s Wells organization in order to widen their artistic experiences 
and find opportunities for their own creative work. It is also clear that this fixation on the 
hierarchical model obscured the bigger picture, which was much more diverse and fluid 
as has been seen.
This section has looked into the effect of Arts Council funding on dance 
companies in the postwar decade, but local funding of the performing arts was also 
becoming an issue. Hand in hand with the Arts Council withdrawing from regionalism 
was the decision that local authorities should take on more responsibility in supporting 
the arts. The Local Government Act of 1948 gave local authorities the power to levy a 
rate of six (old) pence for arts and entertainment, but even by 1959 they were falling far 
short of what could be levied (Bridges, 1959, p.26). It should not be assumed, however, 
that there was no support coming from local authorities for ballet companies. Local 
authorities booked artists for their own venues. On a large scale, Festival Ballet 
acknowledged the support of the L.C.C. in presenting it at the Royal Festival Hall. 
Performing for schools and creating educational programmes became a useful outlet for 
the small scale companies such as St. James’s Ballet and Ballets Minerva.
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During its first decade, the Arts Council was acutely aware of the needs of its 
‘power-house’ ballet company at Covent Garden, but in all else tended to be reactive 
rather than strategic. The demands of regional audiences and financial crises within 
dance companies were given decent consideration as they arose, but without internal 
structures to put dance development on the agenda, there was resistance to expanding the 
number of clients. During this period there was no development in dance equivalent to 
that of regional orchestras or repertory drama companies. Five regional orchestras were 
being supported by the Arts Council by 1954 (White, 1975, p. 161), and associated 
repertory theatres rose steadily during the decade, from around six in 1945 to thirty in 
1958 (White, 1975, p.98). The Report of the Opera and Ballet Sub-Committee (PRO, 
EL4/53,1950) was not published, and the need for regional development was unfulfilled 
until 1969, when regional ballet companies were established in both Glasgow and 
Manchester.
FESTIVAL THEMES
Britain’s uncomfortable political and economic circumstances in the late 1940s
(see pp. 36 -  37) form the background to the preparation of the Festival of Britain and
the cultural themes which it would project. In an internal discussion document,
unsigned, and tentatively dated as 1 May 1948, probably from the Festival director-
general, Gerald Barry, the purpose of the Festival was defined as “to project the British
contribution to civilisation”, and in order to fill out this concept he goes on:
Behind the varied achievements and experiments of 
British life there exists a store of common ideas which 
inspire us to the kind of action we take and which 
together may be said to form the British outlook and 
tradition.... Among them are: love of country; love of
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freedom; love of nature; tolerance and fair play; pride in 
craftsmanship; humanity,...
These British attributes recur repeatedly in the themes of 
all the arts and sciences - not only in our literature, 
painting, music and drama, but in industrial design, in 
architecture, in films, in medicine, and all the social 
sciences. They are part of the driving-force of our 
democracy. Here, then, we begin to define the field.
Through the arts and sciences, properly chosen and 
displayed, the 1951 Festival can demonstrate British 
democracv in action, past, present, and future....we can 
rediscover the face of Britain to ourselves and to the 
world, [underlining as in original]
This is the core theme of the Festival, and the task set before the various
committees was to express it through the material of their exhibits and events. A number
of gains for the nation were to be achieved from the Festival theme:
(1) encouraging more recruits into the arts and sciences in 
tiie future (2) setting permanently higher standards
(3) permanently raising the status of artists and scientists
(4) bequeathing to the future works of art, especially 
commissioned, which will enrich posterity
(5) establishing British supremacy in culture and the 
humanities.
PRO, EL6/23, p.3
It can be seen from these statements how integral concepts of nationhood were 
to the Festival concept. Gerald Barry’s press conference statement, however, explained 
the gains in a more down-to-earth way: there was to be “fun, fantasy, and colour” (PRO, 
EL6/21, p.7), and the financial and commercial benefits of an increase in tourism and 
a boost to trade and export (p.2).
Clearly the concept of culture in operation here was drawn in the broadest terms 
as the whole way of life of the British people. The Festival as a whole did not demand 
consensus, and so some of the conflicting visions of Britain in the postwar years can be
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seen refracted through the events of two of the organising agencies -  the South Bank 
Exhibition’s Presentation Panel and the Arts Council of Great Britain.
The South Bank Exhibition was conceived as a complex, built environment of 
structures and displays, urban landscaping and public art, whose essence was the reading 
together of all the elements to express the narrative theme — a grand narrative of 
nationhood which corresponded with Gerald Barry’s central theme to “rediscover the 
face of Britain”. The site was divided into two circuits, upstream and downstream of 
Hungerford Bridge. The Upstream Circuit of pavilions was to tell the story of the land 
of Britain, and what the people had derived from it, including its products and industries, 
and the Downstream Circuit to tell the story of the peoples of the British Isles and what 
the land had made of them. Situated here was the Royal Festival Hall, opened in 1951 
by the London County Council and conceived as the only permanent building on the site. 
Central to the whole concept was the Dome of Discovery, which depicted the spirit of 
discovery of the British people and their explorations of the universe from the interior 
of the Earth to outer space. Also on the site, but not integrated into this narrative, were 
a pavilion demonstrating the techniques of television production, and a ‘telecinema’ 
showing television programmes and films. The ‘Design Review’ provided a detailed 
photographic index of British industrial products. Another small pavilion contained a 
model of the opening ceremony of the Crystal Palace Exhibition of 1851.
The Exhibition Presentation Panel which planned it included three distinguished 
architects, Misha Black, Hugh Casson, and Ralph Tubbs, and two display designers who 
had previously worked on government exhibitions, James Gardner and James Holland. 
They were members of the class of left-leaning intellectuals who could be expected to 
be supporters of the Labour government: the class which Michael Frayn, in his seminal
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essay on the Festival calls ‘The Herbivores’:
the radical middle classes -  the do-gooders; the readers of 
the News Chronicle, the Guardian, and the Observer, the 
signers of petitions; the backbone of the B.B.C.
1963,p.320
Indeed, Gerald Barry was editor of The News Chronicle and a number of the 
collaborators had written for that newspaper. Left-wing affiliations had been normal for 
artists pre-war. The Chief Exhibition Designer of the South Bank, James Holland, 
together with Misha Black, had been founder members of the left-wing Artists’ 
International Association in 1933. By 1951 the anti-fascist and pro-Soviet affiliations 
of that organisation had faded. What these ‘herbivores’ brought to the South Bank was 
a rather paternalistic sense of social responsibility, which proposed the education of the 
public in the arts and sciences.
The Britain of the South Bank is essentially the Britain of postwar reform and the 
welfare state, a theme which is reinforced in some of the pavilions -  ‘Homes and 
Gardens’, ‘The New Schools’, and ‘Health’ -  and by the tone of optimism. The layout 
and landscaping of the site prefigures ‘new town’ architecture, and it is possible to see 
in the design of the interlocking and non-hierarchical open spaces of the exhibition area 
an expression of the unity and equality embedded in the theme of “British democracy in 
action”, all references to friction caused by class and regional differences amongst the 
British having being carefully avoided in the narrative.
Although only one part of the Festival of Britain, the cost, prestige, and high
profile of the South Bank Exhibition has resulted in its being sometimes thought of as
the Festival in toto. Its influence was summed up twenty-five years later in these words:
enshrined in memory the South Bank remained the 
popularly accepted idea of ‘modem’ for a whole
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generation. Braced legs, indoor plants, colour-rinse 
concrete, lily-of-the valley splays of light bulbs, 
canework, aluminium lattices, Cotswold type walling with 
picture windows, flying staircases, blond wood, the thorn, 
the spike, the molecule: all these became Festival style.
Banham and Hillier, 1976, p.54
This paragraph vividly summarises the ‘lifestyle’ implications of the South Bank, 
with the word ‘modem’ as the key. The South Bank promised commodities soon to 
be within the grasp of ordinary British people. By 1951 there was a manifest frustration 
at the lack of consumer items available in the shops. Wartime conditions had dictated 
a strict hierarchy of industrial production in which the war effort came first, and other 
consumer essentials from clothing to crockery and fumiture were manufactured in 
‘utility’ designs -  serviceable, unadomed, and offering no choice. The recovery of the 
economy in the post-war period made it necessary to put everything possible into the 
export drive. The ‘Britain Can Make It’ trade exhibition of 1946 inspired the journalistic 
retort ‘Britain can’t have it! ’. This was still the case in 1951, and explained in an HMSO 
publication brought out for the Festival, as “We must pay for imports with exports”, with 
illustrations of nylons, cars -  of which four out of five were being sold abroad -  china 
and whisky as products sold abroad and kept in short supply at home (Treasury 
Department and Central Office of Information, 1951, pp.6 -  7).
In the ‘Homes and Gardens’ pavilion and in all the refreshment areas tables, 
chairs, crockery, light fitments, wallpaper, and carpets, had all been designed specifically 
for the event and declared the benefits of contemporary, coordinated design.
In this, the designers of the South Bank were fulfilling the demands of the 
Festival theme to exemplify the British contribution to science, industry and the arts, but 
the Exhibition went further. It expressed a general message of confidence in technology
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and science, even in the face of real fears which were spreading in 1951 that the Korean 
War might expand into a world war involving nuclear weapons. Although the Dome of 
Discovery contained a display on nuclear research, no mention was made of any military 
application, in fact military technology of any sort was ignored. There was an overt 
agenda to place technology in the centre of national life -  of the seven pavilions in the 
Upstream Circuit, five were almost wholly concerned with modem farming, mining, 
industrial, shipbuilding and transport methods -  but also a more subtly persuasive one 
to reduce the gulf between rarefied scientific research and mundane objects. The Festival 
Pattern Group established by the Council for Industrial Design made arrangements with 
manufacturers to produce designs for household articles based on crystalline and atomic 
forms. Many of these were to be seen in the furnishings and tableware of the Regatta 
Restaurant as well as in other decorative features, including a decorative screen of 
‘atomic’ coloured balls.
The spirit of optimism, the benefits of the present and trust in the future, were
embodied most eloquently in the soaring shape of the Skylon, but other aspects of the
South Bank architecture were equally exciting or even controversial for postwar Britain.
In the catalogue of the 1996 commemorative exhibition, it was said of the South Bank’s
architectural team:
Follo^ving the precepts of Modem Movement architects, 
they were united by a belief that technical and formal 
modernisation would create social progress and equality.
For five months in the summer of 1951, the South Bank 
site boasted the most extensive enclave of 
uncompromising modemist buildings ever erected in 
Britain.
Burstow, 1996, p.5
This last sentence really begs the question of the modemist credentials of the South Bank
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architecture since this is far from being an accepted truth.
It has been said that the architectural style on the South Bank harked back to 
Mies van der Rohe and Le Corbusier of the 1930s, and in this sense was working through 
an old agenda: the South Bank provided the opportunity for artistic visions which had 
been checked by the war to be boldly worked out. It is true that those most enduring 
images of Festival architecture, the vertical structure, Skylon, and the Dome of 
Discovery, a huge flying saucer balanced by external girders, are impressive in their 
ambition and futuristic form, but although there was much in the architectural press about 
British architects racing ahead of continental ones, Rayner Banham has pointed out that 
similar technology could be seen in the Milan Fair of 1948, based on work by Le 
Corbusier of the 1930s (Banham and Hillier, 1976, pp. 191- 192).
Not only was South Bank design derivative, but it was also dismissed by a 
younger generation of British modemist architects as not tmly in the modemist mould, 
using such terms as ‘English’, ‘decorative’, and ‘frivolous’ (Conekin, 1996, p. 10). In its 
multiplicity of textures and profusion of images, ‘Festival Style’ suggests neither the raw, 
hygienic lines of high modemist architecture nor the bmtalist concrete and glass 
constmctions which were to be accepted as the leading edge of modemism in the later 
fifties and early sixties, for example in the work of Peter and Alison Smithson.
Similarly, the modemism of the art and sculpture commissioned for the South
Bank pavilions and landscape has been called into question (Conekin, 1996, p. 10). A
survey of the public sculpture shows that a range of stylistic creeds was demonstrated,
recently summarized as ranging:
from [Karin] Jonzen’s informal Naturalism or Peter Peri’s 
Realism, to the many different guises of modemism 
typical of the period: for example, the Primitivism of
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Frank Dobson, Heinz Henghes and Anna Mahler, the 
moderate Expressionism of George Ehrlich and Daphne 
Hardy, the Surrealism of Reg Butler, FE Me William and 
Moore, and the Constructivism of Hepworth’s rotating 
sculpture.
Burstow, 1996, p. 11
The pluralism of artistic styles was augmented by the presence inside the 
pavilions of illustrative murals which had been commissioned from artists more 
associated with the ‘neo-romantic’ tendency, or with what will be defined in a later 
chapter as ‘English good taste’, for example Edward Bawden, John Piper, and John 
Minton. Although Misha Black asserted in 1976 that the one unquestionable achievement 
of the South Bank was to make modem art and architecture publicly acceptable (Banham 
and Hiller, 1976, p.83), there had been some attacks in the press on the ‘modemist’ South 
Bank art, even though a range of styles was represented. There can be seen to be a 
tension here between stylistic modemism in art and the carrying through of a socially- 
minded project to offer art to a conservative public. Most of the monumental sculptures 
were clearly figurative. Amongst these, Barbara Hepworth contributed an abstract but 
recognisably figurative group outside her usual range. It is possible to see in these art 
works a preoccupation with legibility to the widest public.
It can be shovm that the ‘modem’, in art, design and architecture, was being 
promoted on the South Bank as the correlate of the ‘modem’ in technology and lifestyle. 
‘Modem’ in the sense of ‘contemporary’ -  something identified particularly with a sense 
of ‘the now’ -  was clearly on the agenda of the Exhibition Presentation Panel.
In the arts, and in architecture, however, ‘modem’ also had to carry the burden 
of its identification with the pre-war avant-garde, and its association with foreign 
infiuence, and in an exhibition meant for the public at large, it was also tainted with
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intellectual difficulty. It was therefore not any easy concept to sell to the public in 1951.
It was not only this which compromised the project in promotion o f‘the modem’ 
on the South Bank. The concept behind the whole Festival and the narrative upon which 
the South Bank was based constantly had recourse to a sense of nationhood. As will be 
seen in Chapter Three, the sense of nationhood was constmcted upon a national myth of 
tradition and continuity standing in opposition to the futurism expressed by the Skylon. 
The tension is evident in the way the past was evoked even while promoting ‘the now’. 
In the Dome of Discovery, this was seen as the evolutionary progress of the nation’s 
technology. In ‘The Lion and the Unicom’ pavilion the character of the British people 
was illustrated, and perhaps significantly here, this pavilion expressed much less than 
others a sense of ‘the now’. This pavilion’s display comes in for detailed analysis in 
Chapter Three. In the absorption with the present and future, the centennial of the 1851 
Exhibition was only remembered belatedly, when James Gardner designed the Crystal 
Palace model as an afterthought (Banham and Hillier, 1976, p. 12), which explains its 
lack of integration into the main narrative. In many more subtle ways the past 
permeated the style of the South Bank, for example, in the Victorian typeface adopted 
by the panel, as being “British in feeling” (Banham and Hillier, 1976, p.l 14).
‘Uncompromising’, then, is not a term that can be easily used of the South Bank 
Exhibition. It encodes the conviction that the present and future offer physical 
advantages for the British people in a range of symbols which might be called ‘the 
modem’, but has to compromise those symbols with reference to a range of other, 
sometimes unwitting, but deeply entrenched, preconceptions.
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THE ARTS COUNCIL AND THE FESTIVAL
The Arts Council was given direct responsibility from the Chancellor of the 
Exchequer to plan the arts side of the Festival, for which its additional grant-in-aid was 
£400,000. The plan had three objectives: a London Season of the Arts in May and June, 
twenty-two other arts festivals, including established ones such as Edinburgh and 
Aldeburgh, and “to stimulate wherever possible the local effort and the special occasion 
in artistic endeavour.” (ACGB, 195 lb, p.4) The latter point is quite important within the 
general policy which the Arts Council was pursuing more and more as the decade 
progressed, to withdraw from directly managed and directly provided events as much as 
possible (see pp.53- 54). The Arts Council’s map of events which it was supporting 
outside London has over four hundred towns and villages in England, Scotland and 
Wales, but this may be misleading. The nature of the support was not direct in all 
circumstances. In some cases it indicates touring venues of subsidised companies. In 
others the support was advisory rather than financial, for example Newcastle-upon-Tyne 
proposed a festival of one week of drama and one of ballet. The local authority asked 
for advice on what companies to book rather than financial help.
The Arts Council’s twin approach to the core themes of the Festival was to 
initiate commissions and competitions to stimulate new works, and at the same time to 
encourage organisations to mount events which would “display the genius of the nation 
in the main creative arts.” (ACGB, 1951b, p.5) In this respect, it is clear from the 
primary sources that the Arts Council worked hard to stimulate organizations and artists 
to put on events which would display the most celebrated British artists of the past. 
Where necessary, the Council stepped in directly to provide what was need. In music, 
the Council could announce that nearly two hundred orchestral and choral works by
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British composers had been performed in London, and three special series were directly 
provided by the Arts Council -  on English Song, the music of Henry Purcell and English 
composers from 1300 -1750. In drama, not unsurprisingly, productions of Shakespeare 
and Shaw were given prominence in London. Art exhibitions featured Heniy Moore, 
Hogarth and William Blake, as well as anthologies of British painting over the past 
twenty-five years (see Appendix V).
Commissions and competitions stimulated new work in painting, sculpture, music 
and drama. Originally, the Arts Council was not recommending ballet and opera 
commissions as companies already had their own plans for that season. However, in 
July 1948, the Opera and Ballet Panel recommended to the executive that there should 
be commissions of both operas and ballets, which would offer a fee of £150 for the 
composer, plus subsidies for the production (PRO, EL4/44, Executive Committee 
Meeting No. 43, p.2). This recommendation stems from the perception of the panel that 
it was the lack of composers writing for the stage that was holding up the development 
of opera in English and British ballet. This must surely provide a revealing comparison 
between the relative positions of choreographers and composers, since the commissions 
gave no additional subsidy to choreographers. The Festival of Britain was a rare occasion 
when the Arts Council acted strategically to directly influence the production of new 
dance work. The main opera commissions were Billv Budd (Benjamin Britten) and John 
Socman (George Lloyd), produced by the Co vent Garden Opera and the Carl Rosa Opera 
respectively. For ballet three commissions were made: Tiresias for Sadler’s Wells Ballet 
(mus. Constant Lambert; chor. Frederick Ashton), Harlequin in April for Sadler’s Wells 
Theatre Ballet (mus. Richard Amell; chor. John Cranko), and Canterburv Prologue for 
Ballet Rambert (mus. Peter Racine Fricker; chor. David Paltenghi). Originally the panel
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recommended that five ballet commissions be given, the other two being to International 
Ballet and Metropolitan Ballet, but the latter soon ceased activities, and International 
Ballet applied too late. Both these companies failed to get any kind of Arts Council 
support at the point where a financial crisis made closure inevitable.
It is certain that the Festival had a ‘pump priming’ effect for ballet companies, 
with so many towns looking for special events. The established companies were seen at 
a number of regional festivals. Ballet Rambert’s festival appearances included Bath, 
where Fate’s Revenge (Paltenghi; mus. Peter Tranchell. arr. and orch. Corbett), 
commissioned especially by the Bath Festival authorities on a theme related to the city, 
was premiered. The company then presented the official Festival of Britain commission 
Canterburv Prologue (Paltenghi; mus. Racine Fricker) at the Canterbury Festival. The 
Sadler’s Wells Ballet performed at the Liverpool and Edinburgh Festivals. The touring 
company headed by Alicia Markova and Anton Dolin, ‘Ballet Highlights’, was renamed 
Festival Ballet in Autumn of 1950 in order to capitalize on the name. The chart of ballet 
company activity (Appendix I) indicates a flurry of small ephemeral companies in 1951, 
for example Arabesque Ballet was formed by Stanley Newby for an Arts Council tour 
of the North East.
The London Season of the Arts included Festival Ballet at the Stoll Theatre as 
well as performances by the resident companies at Covent Garden and Sadler’s Wells. 
In the Pleasure Gardens at Battersea, Andrée Howard’s ballet, created especially for the 
occasion, Orlando’s Silver Wedding, played twice daily in the Amphitheatre, alternating 
with variety acts. This seems to have been ideally suited to the whimsical quality of the 
Pleasure Gardens as an environment. International Ballet became the first ballet 
company to perform in the newly opened Royal Festival Hall.
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With the addition of foreign companies visiting London, including the Ballets des
Champs Elysées, and the Spanish dance companies of Antonio and José Greco, 1951 was
perhaps the high point of the impression that London was “the dancing capital of the
world.” (Williams, 1951, p.4) At the year’s end it was possible to write:
Indeed, if Festival Year is remembered at all in the annals 
of the theatre, it will surely be because of the flood of 
ballet and dance companies and recitals we have seen.
Jackson, 1951b, p.3
Leaving aside its material benefits for the arts and artists, what was the vision of 
Britain projected by the arts side of the Festival, presided over by the Arts Council? Was 
it comparable in any way to that proposed by the South Bank?
An important and significant difference is that, unlike the South Bank, the Arts 
Council retained its interest in the Great Exhibition of 1851. On the South Bank it was 
represented only by one tiny pavilion, outside the main circuits. The Souvenir 
Programme for the London Season of the Arts, however, uses the dates as the framework 
for historical essays on British arts in the last hundred years, and the chairman’s 
introduction uses it to make the point that state patronage, through the Arts Council, has 
now replaced patronage by royalty and nobility. (ACGB, 1951a, p.5). Unlike the South 
Bank, then, the Arts Council had a major concern with history, tradition, and the 
established canon.
This was not confined to the Arts Council’s publications. The compilation of 
reviews from The Times with introductory chapters, published under the name of 
Musical Britain 1951. also uses the Great Exhibition of 1851 as a benchmark from which 
to describe the evolution of British composers and performers in the ensuing century, in 
different music genres and in ballet. Indeed the tone seems to be that the Festival in
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music and ballet presented a somewhat concentrated version of the normal picture, not 
something especially constructed for the occasion. Apart from the three special concert 
series, of English song, Purcell’s music, and historical composers, “English music took 
its part in the international programmes that represent the normal repertory” (Times, 
1951, p.lO).
The Arts Council’s intention was to strike a balance between the stimulation of 
new work and presenting the traditional ‘greats’ of the arts of Britain. As The Times 
reviews suggest, there would inevitably be a greater weighting given to the established 
canon, especially in the performing arts. Unlike the South Bank, therefore, the arts of the 
past are central. In music and drama, the intervention of the Arts Council worked to 
locate a past ‘Golden Age’ of British music in the special series, and an emphasis on the 
great British dramatists.
The Arts Council’s equivalent symbol to the South Bank’s Skylon -  its gesture 
of optimism for the future -  is to be seen in the programme of commissions and 
competitions. In this, apart from some of the sculpture commissions which were 
exhibited on the South Bank, little emerged from the winners which showed a 
comparable grasp o f‘the modem’, either in form, technique, or content, to that displayed 
on the South Bank. Britten’s opera commission, Billv Budd. has been one work which 
has remained viable, with a contemporary significance in the psychological working out 
of its plot, but even then, it is based upon a nineteenth century literary work which 
powerfully evokes the period of the Napoleonic Wars. Other opera commissions, like 
George Lloyd’s John Socman, about a Wiltshire soldier at Agincourt, delved far into the 
past to find the national identity of their English operas. Lloyd’s unashamedly tonal 
compositions certainly make it possible to characterize him as a conservative
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representative of British composition. John Whiting’s play Saint’s Dav. which won the 
award for a play of contemporary significance, was considered in later years to be a 
forerunner of more experimental drama later in the fifties, but significantly, was highly 
controversial with audiences and critics in the conservative theatrical atmosphere of 
1951.
The flavour of the Arts Council’s festival and of the South Bank are thus very 
different. Astonishing and daring effects which featured on the South Bank are almost 
totally absent from the results of the Arts Council’s commissions. A sense of ‘the 
modem’, the present day, and future promise, do not permeate the Arts Council’s 
Festival as they do the South Bank.
On the other hand, whereas the Festival of the Arts intentionally encodes the 
notion of national identity with the contributions of the great figures of the past -  for 
example Shakespeare, Shaw, Blake and Purcell -  the South Bank could not ignore the 
historical past because of its significance within the whole concept of the British 
character, although it might have wished to suppress it in favour of ‘the modem’. 
National identity was the core theme of the Festival, but the South Bank sought to 
persuade the British that they were not just a country of tradition but one about to 
embrace ‘the modem’.
National identity and modemity emerge as two ideas encoded in the Festival of 
Britain. Indeed rather than being seen as two distinct concepts, they may better be 
envisioned as recurrent and interlinked themes in the discourse of the postwar decade, 
in which the collapse of pre-war certainties made it imperative to ask and answer a string 
of questions about the essence of Britishness as well as about the ‘modem’ nature of the
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new era and how to face it. In the following three chapters there will be a more detailed 
examination of the components and articulation of these themes in the Festival of 
Britain, throughout the postwar decade, and in selected dance works.
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CHAPTER THREE : 
LAND AND PEOPLE
Out of the examination of the South Bank Exhibition in Chapter Two it could be 
seen that, although ‘the modem’ was a group of ideas presented to the public with a 
particular gloss and allure, there was also an active construction of Britain as a country 
and culture vrith traditional values, which tended to subvert this. This chapter looks in 
detail at the issue of national identity, so central to the Festival of Britain as originally 
articulated by Gerald Barry, and implicit in the Arts Council’s Festival.
The two narrative circuits of the Exhibition proposed a profound connection
between land and people -
the continuous impact that this particular land has made 
on this particular people, and of the achievements that this 
people has continued to derive from its relationship with 
this land.
Cox, 1951, p.9
However, in order to do this, the exhibition was divided into two circuits, named ‘The 
Land’ and ‘The People’, and remaining evidence suggests that this arrangement did not 
enable the two concepts to be integrated in a way which the theme seemed to make 
necessary. The pavilions in ‘The Land’ circuit focussed on the geological background, 
in ‘The Land of Britain’ pavilion; the landscape in ‘The Natural Scene’; and then 
showed the exploitation of those by men and machines in ‘The Country’, ‘Minerals of 
the Islands’, ‘Power and Production’, ‘Sea and Ships’ and ‘Transport’, but they did not 
appear to have shown graphically the interaction during which land and people moulded 
each other.
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As will be shown below, the integration would have been consistent with views 
of national identity manifest in artistic trends of the period, and there was probably the 
expectation that some of the works of art on the South Bank would encapsulate the 
integration inherent in the theme. Mitzi Solomon Cunliffe’s sculpture mounted on the 
Station Gate was listed in the official guidebook as “Group symbolising the Origins of 
the Land and the People”. In the end, her ‘Root Bodied Forth’ was, as far as can be seen 
from surviving sketches, a rather amorphous expression of the theme '. Siegfried 
Charoux’s massive relief of a family group on the river facade of the ‘Sea and Ships’ 
pavilion, ‘The Islanders’, comes closest to linking the land and the people, suggesting as 
it does a heroic disposition formed by life on the coasts. There was, however, a 
discernable pastoral lyricism in many of the illustrative murals by such artists as Edward 
Bawden and John Piper, which was very much in tune with prevailing artistic trends.
LAND AND PEOPLE: ‘DEEP ENGLAND’
A vivid illustration of the integrated ‘Land and People’ theme comes in the 
archaeologist Jacquetta Hawkes’ book A Land (1951), doubly significant since she was 
theme convenor for ‘The People of Britain’ pavilion on the South Bank. She conceives 
the book as being in a new genre, using geology and archaeology to evoke the land as a 
complete entity, “past and present, nature, man and art appear all in one piece.” (Preface, 
unpag.) In her first chapter, she achieves this holistic focus by making herself 
subjectively present lying in her London garden, contemplating the earth, the stars, and 
the horizontal sensations of the city. The visual counterpart of this is provided by Henry
' Sketches were shown in the exhibition Symbols for ’51 at the Royal Festival Hall, 2 March 
- 2 1  April 1996.
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Moore’s two colour plates, in which human figures have the textures and shapes of 
weathered stone or fossils.
There is a strand in the artistic and cultural life of Britain which expounds the 
symbolic integration of land and people in what may be thought of as a philosophy of 
nationhood which developed during the late thirties. This became an imperative factor 
of survival during wartime, and continued to colour artistic life during the postwar 
decade.
During the mid-1930s, a new interest had grown up in topographical art, a 
combination of the landscape and the antiquities, churches and great buildings within it, 
so that the landscape and the human culture were shown to be indivisible. Frequently the 
landscape became imbued with the introspection of the artist, and a meditation on the 
history or legend revealed there. The genre was literary also: the poet John Betjeman 
became general editor of The Shell Guides to Britain, which each contained descriptions 
and drawings of a county, the first one, for Cornwall, being published in 1934. Among 
the artists involved were Paul Nash and John Piper, the latter eventually becoming editor 
of the series. The outbreak of war, with the ever present possibility of wholesale 
destruction or invasion, gave a new intensity to the movement: many artists were 
employed not only as official war artists, but in the Recording Britain scheme, and the 
National Buildings Record. Simultaneously there was a re-assessment of nineteenth 
century British romantic artists, such as Samuel Palmer, William Blake and Henry Fuseli.
The term ‘neo-romantic’ seems to have been in use for these visual artists from 
the early 1940s, linking them to the concurrent psychological, mythological and symbolic 
trend in poetry (Fraser Jenkins, 1983, p. 108), but it must not be forgotten that they were
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also steeped in the techniques of modemism, the flat surfaces and volumes which they 
had learned from abstraction, and the imagery of surrealism.
In its romantic attachment to the land, neo-romanticism drew upon the long- 
established idea that the whole nation of Britain was effectively symbolised by images 
of a countryside which was relatively unpopulated and unspoiled by the industrial 
revolution. ‘Deep England’, as it has been termed (Wright, 1985; Hewison, 1995, p.23), 
is a culturally constmcted landscape of tradition and history whose origins may go back 
further than the industrial revolution, but which gained a new force during the second 
half of the nineteenth century, after the Great Exhibition had signalled the high point of 
the heroic industrial ideal. ‘Deep England’ became a refuge from industrial and urban 
life, and confirmed the national identity as one steeped in tradition and the sturdy mral 
values of the organic village community. Poetry and novels, and the folk song and dance 
revival movement seemed to give this cultural substance, as did the nostalgia for hand­
crafted objects of William Morris and the Arts and Crafts Movement, and gothic revival 
architecture, a supposedly pre-industrial and national style.
The identification of ‘Deep England’ with national identity in the twentieth
century was amplified by two world wars, as images were utilised in posters, films and
broadcasts to encourage resistance. This is especially clearly mediated in some of the
films of Michael Powell and Emeric Pressburger. Before The Red Shoes (1948; see
Chapter Two, p.45) they made A Canterburv Tale (1944), a story set in contemporary
Britain but making multiple references to Britain’s historical and literary past. Rural and
historical images are brought together to signify the national identity:
History is mythologised onto nature in order to connote 
continuity and the ‘heart’ of the Nation; while the village 
inhabitants stand for ‘national’ characteristics, such as
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working hard, a belief in duty, tradition and individual 
freedom within the ‘organic’ community.
Aldred, 1987, p.l 18
Music has a major role in this construction. In the early part of the century a 
number of composers, the most prominent being Ralph Vaughan Williams, aimed to 
make ‘English’ music, by taking as their twin models the last great period of English 
music in Tudor times, and the supposedly ‘pure’ survivals of pre-industrial music which 
they found in folk song (Howkins, 1989, p.91). Thus music was just one component in 
the validation of the Tudor period as being symbolic of the spirit of the nation, and this 
movement includes a new zeal for the literature and the emergence of mock Tudor 
architecture as a favourite domestic style in the interwar period. The influence of 
Vaughan Williams extends throughout the period of the Second World War and the 
postwar period, particularly as a composer of film scores which, as in The People’s Land 
(1943), The Loves of Joanna Godden (1947) and The Dim Little Island (1949), are 
particularly evocative of the English countryside.
‘Deep England’ is also ‘Merrie England’, imprinted with legendary characters 
from the nation’s supposed past, and even in Fabian and socialist thought, a paradigm for 
an organic community with labour and culture in balance. When Gerald Barry talked of 
“love of country; love of freedom; love of nature; tolerance and fair play; pride in 
craftsmanship; humanity” (PRO, EL6/23, p.l; see Chapter Two p.63), he assumed 
without question this paradigm of identity with land, organic community, and traditional 
skills.
‘Deep England’ belongs to a group of allegorical concepts best described as 
‘national myths’ which have been the subject of much interest amongst British scholars
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in recent years (e.g. Samuel, 1989; Porter, 1992; Hewison, 1995). The concept o f ‘myth’ 
utilised here recalls Roland Barthes’ analysis in his Mythologies of the photograph of the 
black soldier saluting the French Tricolor (1973, p. 16). He recognises more in this than 
its first-order meaning of a mixture of Frenchness and ‘militariness’. In the second-order 
semiological system to which he gives the name of ‘myth’ the image acquires a 
generalised significance about race and nationality. In the case of ‘Deep England’, 
whereas a film shot, musical theme, or painting signifies a rural location in the first-order 
system, in the second-order signification the same image acquires a political and 
historical meaning which is highly persuasive and indeed may seem beyond dispute 
(Barthes, 1973, p. 131). The rolling countryside of Southern England stands as a metaphor 
for the whole of Britain.
Recent historians have pointed out how myths are available as a currency in 
political discourse, “an imaginative underpinning, or disguise, for precepts which are the 
common currency of political debate” (Samuel, 1989, xix). As Robert Hewison has 
pointed out, the effect of myths on the nation is two-edged, for although they are 
sustaining, which is particularly important in times of national crises, they are also used 
to legitimate institutions in a way which inhibits change (Hewison, 1995, p.l 1). Other 
national myths will be encountered later in this chapter.
The neo-romantic symbiosis of land and people and the myth o f ‘Deep England’ 
were to be found in poetry, music, fine arts, and cinema, but to what degree did these 
notions find their way into theatre dance in Britain? There was clearly an attraction 
between neo-romantic visual artists and the Sadler’s Wells Ballet. From 1941, neo­
romantic artists -  Graham Sutherland, Leslie Hurry, John Piper, Michael Ayrton, and not 
until 1951, John Craxton -  designed works for them. The artists in question had
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apparently been impressed by the ballet designs of Christian Bérard, Pavel Tchelitchew 
and Eugene Berman who were also labelled ‘neo-romantic’ in pre-war Paris (Pritchard, 
1992, p.39).
The appeal of ballet to the British neo-romantic artists was not only in the 
designers they saw on the stage, but in the surviving romantic sensibility of the art form. 
Ballet offers a context which sustains fantasy and myth. In works such as Giselle. Swan 
Lake, and Les Svlohides. nature and human consciousness really do reflect each other, 
and other works of the thirties such as Apparitions (1936; chor: Ashton) maintained the 
romantic attachment between love and death. The idealisation of the female body offers 
a metaphor for the poet’s muse, quest for truth, or tragic destiny. It could have been 
expected that ballet might offer a new opportunity for neo-romantic artists to explore the 
symbiosis of body and environment, but this does not appear to have occurred, perhaps 
because, as Jane Pritchard has suggested, there was a tendency for design to overshadow 
choreography (1992, p.43). In the case of John Piper, it will be seen as significant for 
what is to follow in the case studies in this chapter, that he, uniquely of the neo-romantic 
artists, developed a long-term collaboration with a choreographer which was able to 
bridge a gap of understanding between the disciplines.
In his first ballet design. The Quest (1943; chor: Ashton; mus: Walton), the 
scenario, based on the episode of Una and St. George, from Spenser’s Faerie Queen, 
looks back to the period of Elizabeth I, idealized as a time of national artistic and 
political superiority. The reign of Elizabeth I and the early 1940s shared a threat of 
invasion: just as Churchill repulsed the Germans, Elizabeth had repulsed the Armada. 
In the ballet, St. George journeys with Una, but is separated from her by a duplicate, and 
must rediscover the real Una. Piper’s sets of the ‘Palace of Pride’ and the ‘House of
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Holinesse’ were a natural extension of his topographical work, the latter being described: 
“by the lake, a spectral castle beneath a pink sky” (Cowper, 1952, p.8). At the climax of 
the ballet, the Virtues present St. George with shield, sword and helmet and he goes forth 
to fight evil, an allegorical representation of Britannia. In being located in a 
mythologised national past, especially the Tudor one with its literary and musical 
connotations. The Quest makes an association with ‘Deep England’. It is this kind of 
attention to national sources and indigenous collaboration which is the chief visible 
manifestation of a sense of the land in ballets of the war and postwar period.
The fact that ballet was currently being constructed as a national art form must 
also have made a contribution to the common cause felt between neo-romantic artists and 
the ballet establishment. Arnold Haskell’s The National Ballet: a historv and a manifesto 
(1943) argues for the Sadler’s Wells Ballet being considered the national company, the 
grounds being
a fixed domicile, a school attached to the theatre and that 
the majority of the dancers and staff belong to the country 
of domicile.
1943, p.32
He assumes that a national ballet thus constituted will naturally engender national 
themes. Implicit in what he says is the opposition between the ‘national’ company and 
the itinerant, cosmopolitan companies which had led international ballet in the thirties. 
There is a sense in which he almost characterises the Sadler’s Wells Ballet as being the 
nation in microcosm, with tradition and continuity guaranteed by possession of the 
nineteenth century classics in the repertoire, the dancers as “good citizens of their 
miniature commonwealth” (p.64), and a mission to the Empire and to the world, to
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provide a postwar centre of ballet teaching in London and to go forth to propagandize on 
behalf of the nation.
There is, of course, a tension between a ‘national’ art and the framework of
international influences within which practising artists work. The writer Caryl Brahms
can be seen to be struggling with this problem in 1951. She believes strongly that the arts
thrive on international contacts, and that a ballet company needs an international
personnel. Paradoxically the best ballets often convey a strong national colour, but this
arises more from the place of creation than the nationality of the creators;
For the peculiar essence or quality of a nation is breathed 
in with its air, grows with its turf, and enters the ear 
through its bird-song, so that all art that is bom within the 
thought, sight and sound of a section of the world, gives 
out that which is in its very being and can do none other.
1951, p.28
This is an uncritical surrender to the mystique o f‘Deep England’, with no consideration 
of the cultural means by which the country and culture construct each other.
Ninette de Valois promulgated the view that, folk dance being the source material 
of the danse d ’école, it was the source of differences in national style in ballet. However, 
her written comments, although consistent over the years, are not very explicit. Speaking 
to the Royal Society of Arts in 1957 (reprinted in de Valois, 1977), it was not just the 
quality of British, but of Western European folk dance as a whole, with its “impeccable 
precision and neatness”, which she contrasted to the qualities of Eastern European dance 
(1977, p.85). This is not surprising given the historical context in which she gave this 
lecture, with the first visit of the Bolshoi Ballet in 1956 making the public aware of the 
more flamboyant Soviet style. There are implications, however, that she saw truly
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national stylistic differences resident in the folk dance. This resource had not been
tapped so far by British choreographers.
I feel that we have yet to solve the problem of our folk 
dance and its place in the theatre; that is to say, the 
problem of its recognition in our theatre ballets. Certain 
folk dance and folk lore ballets are necessary in every 
national ballet company; they should be fostered if only to 
develop the special characteristics of the native dancer; 
such works are a sure means of expressing a country’s 
national form of musicality.
de Valois , 1977 , p.87
De Valois’ comments reflect the belief that folk dance represents something age- 
old and unchanging about a nation. The influence of Sir James Frazer’s The Golden 
Bough (1890) on the folk dance theory of the twentieth century went through to the 
postwar period until it was challenged by the development of dance scholarship in the 
1970s (Buckland,1982), and it can also be detected in writing on theatre dance. The 
dances of tribal peoples and traditional dances from rural areas were generally assumed 
to be survivals which had been subject to little or no change over time, indicating a 
unilinear development of folk dance forms. This was accepted in the theory of traditional 
dance, even though dances of Britain were ‘rediscovered’ and often reinterpreted by 
Cecil Sharp and others. This makes it impossible to be sure about how much is 
authentically deeply rooted in the countryside and how much a construction of the folk 
dance revival. This is also true of the English music revival in which Vaughan Williams 
took part, and which would have conditioned de Valois’ reference to “a country’s 
national form of musicality”.
The allure of ‘Deep England’ with its native dance and music still surviving in 
isolated pockets of countryside can be detected in this thread of postwar thought. The 
fact that, speaking at the end of the postwar decade, de Valois realised that folk music
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and dance had not been drawn upon to a major degree in British choreography, could 
indicate that the land of Britain was not as important a topic for choreographers as it was 
for their counterparts in music and visual arts. It was not until 1958 that de Valois took 
a more practical course of action to rectify this perception by bringing Douglas Kennedy 
of the English Folk Dance and Song Society to teach British folk dances at the Royal 
Ballet School. It will be seen in the case studies of this chapter, however, that thoughts 
about land and people do emerge from the two works analysed.
‘THE LION AND THE UNICORN’: DEFINING THE NATIONAL CHARACTER
In the narrative of nationhood which the South Bank Exhibition represented (see 
Chapter Two, pp.64 -  65), the second pavilion in ‘The People’ circuit was designed to 
depict the national character. This followed the pavilion about the ancestry of the people. 
In view of Gerald Barry’s exposition of the ‘British attributes’ underlying the British 
contributions to civilization (see Chapter Two, p.63), it can be seen that this pavilion 
would have been considered of core significance within the whole Exhibition. A detailed 
analysis of its contents and imagery therefore offers a perspective on the postwar 
discourse about what the defining characteristics of the British character really were.
The name of this pavilion, ‘The Lion and the Unicom’, comes from the two 
heraldic supporters of the royal arms of Great Britain, which have been in use since the 
Scottish Unicom was added to the English arms on the union of the Scottish and English 
thrones in the seventeenth century. The designers, Dick Russell and Robert Gooden have 
described how their hugely significant but obscure task, to depict the national character, 
was difficult to articulate until they decided to use the heraldic figures to symbolise two 
sides of the British character.
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The Lion would stand for the more dependable traits in 
the national character, the Unicom for the more volatile.
Banham and Hillier, 1976, p.97
As the South Bank handbook put it, “on the one hand, realism and strength, on the other
fantasy, independence and imagination.” (Cox, 1951, p.67)
The architects captured a touch of the fantasy in the sweeping arch of the roof,
which curved upwards again at the eaves and has been compared to a Dutch bam
(Banham and Hillier, 1976, p.96) -  a perception reinforced by rural references within the
display.
At the entrance the heraldic beasts were seen sculpted in straw, in com-dolly
style, with the caption:
We are the Lion and the Unicom - 
Twin symbols of the Briton’s character.
As a Lion I give him solidity and strength.
With the Unicom he lets himself go...
and the unicom was shown pulling a rope which sets free hundreds of china doves 
suspended from the ceiling.
The galleiy illustrated the English Language, an intemational lingua franca 
through which “to-day, two hundred and fifty million people can converse together” 
(Cox, 1951, p.67), with an historical display of books, models of scenes from 
Shakespeare, and recorded examples of current idiomatic speech by Stephen Potter. 
Descending from this gallery, past a mural depicting country life by Edward Bawden, the 
visitor would first encounter an equestrian statue of The White Knight, from Through the 
Looking Glass, with recorded speech “uttering a continuous stream of quiet self- 
congratulation and encouragement.” (Russell and Gooden, 1976, p.96). ‘Eccentrics’ 
Comer’ illustrated British humour and eccentricity, with weird artifacts contributed by
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the public, including motorcycling goggles with windscreen wipers on the lenses, and a 
‘Smoke Grinding Machine’. But the main theme of the hall was British freedom, 
proclaimed in a rather ponderous inscription on a huge block of Cotswold stone and in 
front of it the three guarantees of that freedom, Christianity, signified by a Celtic cross; 
the Law, signified by a composition of judge’s robes and law books; and the 
Constitution, signified by the Union Flag and its contributory crosses. The historical 
struggle for constitutional liberty was shown in a long mural. On the opposite side the 
visitor would see a display of British craftsmanship, with clocks, fishing rods, textiles, 
china, musical instruments and shoes. Landscape paintings by Turner, Gainsborough, 
Constable and Nash, represented the expression of nature and attachment to the 
countryside. Finally, a life-sized tableau of Alice in the process of going through the 
looking glass, reiterated the fantasy theme. On the terrace outside, a specially cast great 
bell was rung every day at noon.
It will be noticed that there are some thematic similarities with Gerald Barry’s list 
of ‘the British outlook and tradition’ -  freedom, love of nature, craftsmanship -  and that 
these are presented with reference to an idealized, pre-industrial ‘Deep England’ of 
countryside and traditional crafts. In relation to the implied meanings of the South Bank 
narrative as a whole, the narrative of ‘The Lion and the Unicom’ shows differences of 
emphasis. Tradition is the central concept rather than modemity. The past rather than the 
present is in the foreground, and its attitude to the future is ambiguous. Technology is 
caricatured in the shape of absurd machines, and the balance between science/technology 
and art has shifted in favour of the arts.
An aspect of the presentation style is a particular kind of humour which becomes 
part of the subject matter: the British, it appears, enjoy a self-deprecating humour. The
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serious is debunked by placing it in proximity with the eccentric. The heraldic beasts 
themselves are demoted from their heraldic significance and rendered as rural.
These themes can be seen in another of the main Festival attractions in London, 
the Pleasure Gardens at Battersea. The Pleasure Gardens existed for pure entertainment, 
based on models from the past. The humour was one of collage and pastiche. Rowland 
Emett, a Punch cartoonist, had realised some of his cartoons of The Far Twittering and 
Oyster Creek Branch Railway, an absurd assemblage of seemingly old metal bits which 
really carried passengers. The Grand Vista was designed by Osbert Lancaster and John 
Piper as an approach of colonnades, lakes and fountains, leading from gothic entrance 
towers at one end to a Femhouse at the other, conceived as a stage-set for the nightly 
fireworks. The references are deliberately to the past; Nash and Vanburgh are evoked 
in the guide book (Festival of Britain, 1951c, p.21), but like the rest of the Pleasure 
Gardens, the mixture of Versailles, Crystal Palace, and mediaevalry come together in a 
pure fantasy world.
Both ‘The Lion and the Unicom’ and the Pleasure Gardens, then, reflect on 
tradition as opposed to the modemity of the South Bank as a whole; the past is allotted 
a more significant role than the future.
There is a precedent for these heraldic beasts being employed in order to 
concentrate the essence of the national character. George Orwell’s essay The Lion and 
the Unicom: Socialism and the English Genius, was first published in 1941, and belongs 
to that same genre of national introspection with postwar planning as Haskell’s The 
National Ballet. His subject was the making of a peculiarly ‘English’ socialist revolution, 
as a prerequisite for winning the war, and so an essential part of his argument was to 
present a characterisation of ‘Englishness’. As the South Bank narrative would do a
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decade later, Orwell sought to downplay differences of class and race within Britain.
While acknowledging the differentiated self-identities of the British regions, and the vast
gulf between rich and poor, these differences paled into insignificance when faced with
foreign people and foreign places.
the vast majority of people feel themselves to be a single 
nation and are conscious of resembling one another more 
than they resemble foreigners.
1970, p.84
Apparently, on these grounds, he had no further qualms over conflating all British 
peoples as ‘the English’.
As the South Bank narrative would do more subtly, Orwell emphasised the 
mental distance between Britain and the Continent, his approval resting far more on the 
“insularity”, “xenophobia” and unconscious patriotism of the working class (1970, p. 85), 
than on the ‘Europeanized’ intelligentsia, unpatriotic, defeatist, and severed “from the 
common culture of the country.” (1970, p.95)
The cohesive force of continuity in times of change is one of his major themes.
Even in the ‘English’ socialist revolution which he was predicting, the national character
would be maintained:
The gentleness, the hypocrisy, the thoughtlessness, the 
reverence for law and the hatred of uniforms will remain, 
along with the suet puddings and the misty skies.... The 
Stock Exchange will be pulled down, the horse plough 
will give way to the tractor...but England will still be 
England, an everlasting animal stretching into the future 
and the past, and, like all living things, having the power 
to change out of recognition and yet remain the same.
1970, p.99
The monarchy would probably be retained, Orwell believed, and consequently 
soldiers’ cap-buttons would still be stamped with the Lion and the Unicom ( 1970, p. 126).
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So the Lion and the Unicom symbolically represent for him the essential nature of 
tradition and continuity in the national character. To interpret Orwell’s image further, it 
could also be said that they stand for the national skill in compromise which would 
temper a characteristically ‘English’ socialist revolution. On the South Bank, too, 
compromise was evident as a narrowing of the distance between arts and sciences, arts 
and crafts and modemity and tradition. Within the whole South Bank concept, ‘The Lion 
and the Unicom’ pavilion tempers modemity as Orwell’s symbolic buttons temper the 
socialist revolution, and both are wedded to a notion of embedded nationality.
The style of ‘The Lion and the Unicom’ reflects the standards of taste being 
mediated through the Royal College of Art in the late forties and early fifties, where its 
designers were teaching. This style has been labelled ‘English good taste’ (Seago, 1995), 
and was widely diffused in popular culture because its adherents worked commercially 
in graphic design, including advertising and book illustration.
‘English good taste’ was parochial, backward-looking in its interest in Victoriana, 
and resistant to the technical advances in media, including photography and television 
(Seago, 1995, p. 28). What this meant in practice is that commercial art from the school 
of ‘English good taste’ declared the hand of the artist, using the traditional artists’ skills 
of colour and line, and crafts of etching and lithography, so that the authentic hand of the 
artist is visible, without the intervention of machine. In content it often mobilised 
traditional imagery even when dealing with modem subject matter such as the motor car, 
emphasising continuity rather than commercial flux. An example from the South Bank 
Exhibition guide-book illustrates this tendency: an advertisement for petrol situates a 
classic car outside some oast houses -  an intmsion of ‘Deep England’ again. In 
typography, the Victorian typefaces had replaced the more modem continental forms
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since the late thirties, and the official Festival lettering on the South Bank returned to the 
early nineteenth century types of Figgins, Thome and Austin, as being “British in 
feeling” (Banham and Hillier, 1976, p. 114). Reportedly, sanserif types, representing hard- 
edged, continental modernism, were kept locked away at the RCA (Seago, 1995, p.92).
‘English good taste’ has similarities with the list of qualities which Nikolaus 
Pevsner found to be characteristics of British art. Pevsner began to lecture on this subject 
during the war, and gave the Reith Lectures on The Englishness of English Art in 1955. 
These qualities include moderation, reasonableness, rationalism, understatement, and 
self-discipline, together with a tolerance which tends to mitigate against “that intensity 
which alone can bring forth the very greatest art” (Pevsner, 1956, p. 192).
These examples point to a persistent perception that the admiration for tradition 
and continuity were at the forefront of the British character. Perhaps because of this, 
there seems also to be a national trait of occupying the middle ground, interpreted as both 
compromise and reticence. Even this sense of humour celebrated in ‘The Lion and the 
Unicom’ and the Battersea Pleasure Gardens has a suppressed quality about it.
It seems that something of this sort was being observed in embodied form in the
nation’s dancers and choreographers. The reticence of the British dancers was frequently
noticed by critics. Annabel Faijeon, who had been a dancer herself, found this was partly
attributable to the middle-class self-consciousness predominating.
All their emotions are in some way muted -  they may be 
gay or sad as required by their parts, but always within the 
limitations of nice manners....It is as though, with body 
and mind the English dancer would deny that ballet was 
a sensuous expression.
Faijeon, 1949, p.22
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A French critic in the same year observed the same phenomenon. Commending 
the clarity and precision of the corps de ballet^ he nevertheless found “the perfection of 
inexpressiveness” (Laurent, 1949, p.22). He attributes this to the national reserve, 
modesty, and above all, “an almost naïve respect for tradition” as represented by the 
nineteenth century ballets.
Could this be a fault of British choreography? Some critics found the early
postwar experience of seeing the American and French companies highlighted a
deficiency in the native choreographers.
We take our fun too seriously, too heavily...we are self 
conscious and cynical and slapstick....With an English 
man there is always a shadow of the fear of making a fool 
of oneself, the inability to let go, to drown in the 
champagne of the moment.
Sinclair, 1951, p.9
There is, however, a flaw in this image. ‘The Lion and the Unicom’, ‘English 
good taste’, ‘The Englishness of English Art’ and even Orwell’s socialist vision are all 
deeply wedded to a middle-class, Southem English paradigm of decent behaviour and 
good taste. The prevalence of these in the national character of Britain as observed in 
1951 may say more about the social limitations of the observers, or the cultural 
domination of middle-class Southemers, than it reveals anything which is tme of the 
identity of the whole nation.
Furthermore, the whole of the arts establishment exemplifies a dilemma of 
nationality which calls into question the notion of a fixed national identity. The Celtic 
contribution to British neo-romanticism has been pointed out (Mellor, 1987) both 
because of the roots of certain artists -  including Robert Colquhoun, Robert MacBryde,
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David Jones, Dylan Thomas -  but also because of the fascination with Celtic locations 
and Celtic mysticism in many artists’ work.
The contribution of other nationalities to British arts of the postwar decade is also 
a relevant factor. Many of the artists exhibiting on the South Bank were European 
émigrés, as was Nicolaus Pevsner. As suggested by Appendix I, there was a range of 
national dance styles represented in British dance companies. To some extent this was 
a function of the diaspora from Europe caused by the Russian Revolution and the Fascist 
upheavals of the 1930s. The contribution of Russian dancers domiciled in Britain -  
Tamara Karsavina, Lydia Lopokova, Nicholas Legat, to name a few -  to the development 
of a British ballet establishment is well known. As the result of political events in 
Germany, Ballets Jooss was based in Britain from 1934 and, as will be seen in the next 
chapter, this sometimes brought conflicting issues around the representation of national 
identity to a head. The Anglo-Polish Ballet had a mixed repertoire of Polish folk and 
classical ballets, which found a ready audience amongst Free Polish servicemen in the 
early 1940s, but also presented a light and accessible programme for wartime and 
postwar audiences generally.
Perhaps the most interesting experiments in ethnically specific theatre dance 
come from the very different examples of Margaret Morris’s Celtic Ballet and Berto 
Pasuka’s Ballets Nègres.
During World War II, Margaret Morris set up the Celtic Ballet Club in Glasgow 
where she had a school, and put on many productions for charity. From 1947 she tried 
to establish the Celtic Ballet as a professional company with a Scottish national flavour. 
The choreography utilised both her own ‘free dance’ technique (see Chapter Four, p. 150) 
and Scottish country and Highland dance movements. Morris was not Scottish, although
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she was married to the Scottish painter J.D. Fergusson. She did, however, count herself 
as Celtic, having mixed Irish/Welsh parentage (Morris, 1969, p.90). Many of her ballets 
had Scottish national themes such as Bariev Bree. on the origin of whisky making, and 
The Road to the Isles. The identity of the company was reinforced by much use of kilts 
and tartans as stage costumes, and also as an offstage uniform on foreign tours. The 
headquarters were later enlarged to include a small theatre and, since the Celtic Ballet 
was not kept in constant activity, dancers were sometimes employed in the commercial 
theatre in Scotland (Anderson, 1997, p. 16). The highpoint of the Celtic Ballet in the 
postwar decade was its invitation to the Jacob’s Pillow Dance Festival and an American 
tour in 1954. In 1960, the company was relaunched as the Scottish National Ballet but 
its professional tour was cut short for financial reasons (Morris, 1969, pp.97 -  115). 
Some of Morris’s work and collaborators were later to be influential in the establishment 
of a classical ballet company, Scottish Theatre Ballet, which was established in Glasgow 
inl969.
Ballets Nègres was established in London in 1946, by the Jamaican dancer Berto 
Pasuka. He had been in Britain since 1939 and planning to create the company when war 
conditions allowed. Some of the group had previous experience as dancers in cabaret, but 
others came into the company without previous training. Its aim was to present ‘Negro 
ballet’, based upon African dance and music, which Pasuka wanted to distinguish from 
the vernacular dance of African-Americans as already known through stage shows such 
as the Blackbirds revues. Pasuka clearly wanted to situate an ethnically specific black 
dance form as ‘high art’ rather than popular culture, and in view of this it is interesting 
that he attended Russian-style ballet classes in London (Riley, interview, 1994).
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Negro ballet is a serious art form, as significant in dancing 
as Gershwin’s “Porgy and Bess” in music.
At the same time, the spontaneity of the movement style was to be seen as:
the complete antithesis of the Russian ballet, with its 
stereotyped entrechats and point-work.
Programme, Twentieth Century Theatre, 30 April, 1946
A constant theme in the Pasuka dance-dramas is West Indian and African 
religious experience. De Prophet is based upon a Jamaican drama about a religious 
zealot who believes that he can fly; in Nine Nights, the spirit of a dead child is put to rest. 
Ballets Nègres had established this genre in its repertoire before the African-American 
dance companies of Katherine Dunham, with whom Pasuka corresponded (letter quoted 
in Dwoskin, 1986 [ video]), and Pearl Primus were seen in Britain.
Another significant theme of the Ballets Nègres repertory is the narrowing of the 
gap between African and European aesthetics and between black and white racial 
perspectives. The music integrated an African drumming group with piano 
compositions by Leonard Salzedo, who would later have a distinguished career as ballet 
composer and musical director of Ballet Rambert. Pasuka’s choreography was organized 
with a space for improvisation, regarded as essential to the African dance. He also had 
European influences on his work: not only Russian ballet, but during the initial Ballets 
Nègres rehearsal period, the modem dancer Ernest Berk had some input into the works, 
although there appears to have been some kind of rift (Hall, P., 1950, pp. 146 -  147). 
Some of the works expressed the cultural impact of racial groups on each other, but the 
interests of both groups were presented as synonymous rather than diverging. In They 
Came, the figures of The Missionary, The Nurse, The Soldier and The Business Man 
clash with African culture but the outcome is a war which benefits no-one. In Blood, the
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mixed-race wife of a white man is overcome by her racial heritage when experiencing 
a voodoo ceremony, but they both become victims of the cult. Aggrev is an allegory in 
which the white and black keys of the piano represent harmony achieved between black 
and white races. The original company included at least two white performers, including 
the dance writer Femau Hall, although in later years these roles appear to have been taken 
by black dancers.
Even though it rarely performed in the West End, Ballets Nègres had a good 
reception from the dance press (e.g. Franks, 1946; Brinson, 1952): contemporary writing 
acknowledged it as part of the British dance scene (e.g. Noble, 1949). Celtic Ballet, 
which never performed in London, hardly registered at all.
In the context of this Chapter, the importance of the Celtic Ballet and Ballets 
Nègres is that they contradict the Southem English paradigm of what a British dance 
company should be like. While the Celtic Ballet seems to have satisfied a separatist 
streak in Scottish culture, and dissatisfaction at the southem bias of Arts Council 
spending (Cameron, D., 1954, p .ll). Ballets Nègres expressed a fluid understanding of 
race and nationality which may have owed more to the racial heterogeneity in West 
Indian culture than to the situation in Britain, where its implicit optimism for black/white 
cooperation was to prove incompatible with the real conditions for black immigrants.
Although it appears that contemporary dance writing sometimes acknowledged 
the ethnic variety of dance in Britain, this did not amount to accepting an ethnically 
diverse Britain. When Amold Haskell defined the national ballet in 1943, his term 
‘British’ left room for a mix of cultural backgrounds, but only insofar as it included 
dancers from the white dominions, who were indeed to become very formative on British
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ballet in the postwar decade. As will be seen in the following case studies, these dancers 
very easily assimilated the Southem English paradigm of what it meant to be British.
INTRODUCTION TO THE CASE STUDIES
The empirical research into the postwar decade uncovered the importance of 
understanding the Arts Council as a stmcturing factor in the dance company history of 
the period. It has also indicated that the Festival of Britain became a significant platform 
for articulating ideas about Britain’s place and character in the postwar world. It was 
seen that a rare strategic move towards developing the ballet as an art form came when 
the Arts Council sponsored ballet music commissions for the Festival of Britain. Clearly 
it would follow from this that at least one of these ballets should be chosen as a case 
study in order to draw parallels, if they existed, with cultural ideas articulated in the 
Festival.
Each of the three works would have made a relevant case study. Ballet Rambert’s 
commission, Canterburv Prologue (mus. Peter Racine Fricker; chor. David Paltenghi), 
has least documentary material available, reflecting both the lack of success the work had 
and the fact that it was premiered outside London at the Canterbury Festival. For the 
other two works there is plenty of documentary and photographic material. Tiresias 
(mus. Constant Lambert; chor. Frederick Ashton), premiered at Covent Garden, was 
almost universally disparaged by the press but, in the context of the time, the theme 
seems both daring and iconoclastic: the character of Tiresias goes through both male and 
female embodiments in order that the gods may judge whether men or women have the 
greater sexual pleasure. Clearly Lambert and Ashton attempted to break the conventional 
ballet mould with Tiresias and a detailed consideration of the ballet could help to focus
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the tensions between the orthodoxies of British postwar ballet and the needs of artists to 
stretch the boundaries.
Instead of this, however. Harlequin in April (mus. Richard Amell; chor. John 
Cranko) was finally chosen as a case study. The fact that the designer, John Piper, 
worked prominently for the Festival of Britain, both for the South Bank Exhibition and 
the Battersea Pleasure Gardens, was the factor which most influenced this choice, since 
it would be natural to ask how his engagement with Festival themes was worked out in 
the differing artistic situations. As the work progressed, another Cranko ballet of 1951 
came into the picture more and more. In contemporary writing. Pineapple Poll 
frequently features as a work expressing the national character. In a chapter about the 
‘Land and People’ in 1951 Pineapple Poll could not be ignored, and so it became a 
second case study.
John Cranko was one of the large number of dancers from the Commonwealth 
arriving in Britain in the late forties. Bom near Johannesburg, South Africa, in 1927, his 
father was a lawyer and businessman and the family, although culturally English, also 
had Dutch ancestry. Cape Town was the centre of ballet activity: a ballet school and 
company were incorporated into the university faculty of music, and the Cape Town 
Ballet Club also came into existence as another non-professional company with high 
standards. Cranko joined the Cape Town Ballet School at the age of sixteen, and made 
his first choreographies in 1945. On his arrival in London in 1946 he joined the Sadler’s 
Wells School and the Sadler’s Wells Theatre Ballet in the same year. A few slight items 
choreographed by him were put on by the Sadler’s Wells Theatre Ballet, including 
Morceaux Enfantins (1947) originally created for the Royal Academy of Dancing 
Production Club. The St. James’s Ballet, set up by the Arts Council, commissioned JJie
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School for Nightingales in 1948. In 1949 he made his first work for Sadler’s Wells 
Theatre Ballet, Sea Change, with designs by John Piper, and in 1950 he was given the 
post of resident choreographer of Sadler’s Wells Theatre Ballet for one year.
This summary highlights some of the factors discussed in Chapter Two -  the 
formative experience provided for new choreographers by organisations such as the 
R.A.D, Production Club, and the usefulness of the experience provided by small 
companies. It also hints once again at the cultural mixture of the artists who would be 
called upon to express the soul of the nation for the Festival of Britain.
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CASE STUDY:
Harlequin in April
A Pantomime with Divertissements 
Music by RICHARD ARNELL Choreography by JOHN CRANKO
Decor and Costumes by JOHN PIPER 
“April is the cruellest month, breeding 
Lilacs out of the dead land, mixing 
Memory and desire, stirring 
Dull roots with spring rain.
What are the roots that clutch, what branches grow 
Out of this stony rubbish? Son of man.
You cannot say, or guess, for you know only 
A heap of broken images, where the sun beats.
And the dead tree gives no shelter, the cricket no relief,
And the dry stone no sound of water.”— T. S. Eliot.
Prologue—Pierrot’s Song ..  STANLEY HOLDEN
Pierrot is the fool, the human muddler, sometimes likeable, sometimes interfering
T 1 n l
Harlequin here represents human aspiration re-bom with the flowers in April. 
This aspiration makes it possible for him to break away from the plants, who are 
earthbound and self-sufficient.
Harlequin ..  . .  . .  .. .. .. . .  .. DAVID BLAIR
Plants ..  . .  . .  .. .. .. .. .. PATRICIA MILLER,
MAUREEN BRUCE, STELLA FARRANCE, PAULINE HARROP,
MARYON LANE, DAVID GILL, DON GILLIES, PIRMIN TRECU
Entracte .................................................................... Pierrot’s Violin Concerto
ACT II .................................................................................................... The Sky
The Unicom, traditional guardian of chastity, represents the barrier which 
separates Harlequin from the perpetual promise of Columbine, his ideal. 
Columbine ..  . .  .. . • • • • • • • PATRICIA MILLER
The U n ic o m .......................................  MAURICE METLISS, DAVID POOLE
Magical Duplications of the Unicom : DON GILLIES, DAVID GILL, DONALD
MCALPINE, PIRMIN TRECU, PETER WRIGHT, SHIRLEY BISHOP, JOAN
CADZOW, SARA NEIL
Epilogue—Pierrot’s Masquerade
(Text and format from first performance programme, Tuesday 8 May 1951, Sadler's Wells Theatre)
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TRACES AND METHODOLOGY
Harlequin in April is a short narrative ballet in two acts, which Cranko chose to 
call a ‘Pantomime with Divertissements’ in the programme, probably referring to its 
commedia dell 'arte characters. There is a wealth of contemporary documentation about 
this work since it was not only an important premiere from the Resident Choreographer 
of the Sadler’s Wells Theatre Ballet, but the first of the Festival of Britain commissions 
to be produced. There are therefore many reviews from this first production, and also 
from its subsequent revival in 1959 for the Sadler’s Wells Ballet at Covent Garden. A 
number of black and white photographs from both productions exist in the Royal Opera 
House archives. There is one design in colour, for a curtain, in the Theatre Museum, and 
parts of the set model, with hanging plans, and some colour designs are still held in 
backstage departments at the Royal Opera House, even though the ballet has not been 
performed since 1959. No film has been located, and there is no movement notation 
score. Harlequin in April therefore presents a set a problems, but the lack of movement 
material can be regarded as typical of dance historical study and not insuperable.
Within the confines of this study, the ballet has a specific significance as a 
Festival commission. This raises questions for this case study to address. Does , 
Harlequin in April resonate with any of the issues raised by the Festival of Britain, 
particularly as the designer, John Piper, made prominent contributions to the South Bank 
Exhibition and Battersea Pleasure Gardens? As will be seen. Piper’s set for this ballet 
is particularly interesting, and demands attention to its iconography. The iconography 
is not exclusively developed from the visual design, however. Both the choreographer 
and composer contributed to what became a very rich mixture of symbols, which was 
considered by some to be the main fault of the work. The complexity of sources and
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references was found, by some critics at least, to offer too many confusing codes, none 
of which was followed through to the end. The allusive nature of the work may be 
considered an important and intentional feature of its style. “The ballet aims at thematic 
and formal expression of ideas rather than a direct narrative”, the first scenario states 
(PRO, EL6/92). It is therefore the working out of the symbolism of the work which will 
be examined first.
DEVELOPMENT OF THE ICONOGRAPHY
The first indication of what this ballet was to be about comes in the synopsis 
delivered to the Arts Council from Sadler’s Wells Theatre, along with the official 
application for the commission, dated 4 April 1950. In this scenario. Harlequin is woken 
by companions who dance, depicting the springtime. But they wear thin blindfolds 
“indicating their lack of vision”. He removes the blindfold from one of the companions, 
but the light is too bright for her and she is weakened by it, until rescued and blindfolded 
again by the others. “Sinister, stalking figures” with a captured girl appear. When they 
finally get to each other. Harlequin and the girl dance passionately, but the sinister figures 
do battle with Harlequin and bear off the girl. The first companions reappear and 
encourage Harlequin to dance with them, but he sees the girl being taken away as in a 
funeral procession. The funeral passes and Harlequin is caught up in the dance. (PRO, 
EL6/92)
Some of the ideas here -  the springtime dance, the lines of figures who separate 
the lovers. Harlequin caught against his will in the final dance -  are well-worn 
choreographic conventions. Cranko produced another scenario which he delivered for the 
guidance of the composer (published in Van Praagh and Brinson, 1963, pp.306 -  308).
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By this time (the date is not given) the character of Pierrot had been added as 
Harlequin’s alter ego, and he makes two poignant interactions as failed singer and 
musician. The blindfolded companions are now “Spring creatures” or “plants”, and 
Harlequin is bom from their midst, and grows swiftly to maturity. The girl with whom 
he dances in the first scene is one of the plants, and in the second scene, which takes 
place in “the Sky”, the girl he meets is identified as Columbine, both parts taken by the 
same dancer in the production. The “Sinister, stalking figures” who separate Harlequin 
and Columbine are now unicorns. They replace Columbine with a scarecrow which 
Harlequin is at first deceived by. Made weary and old by this disappointment. Harlequin 
returns to the earth with the plants, leaving Pierrot trying to assume his costume and
manner.
At this point the symbolic layers can be seen to have involved not only the 
commedia dell 'arte. Mythology is invoked by the unicorns, not in this case with their 
heraldic implications, but in the legends and pictorial representations in which they are 
linked with the concept of chastity (Cherry, 1995, pp.55 -  56). Harlequin’s birth and 
return to the earth suggests the cyclical myths of the returning seasons of which that of 
Persephone is the most well known.
Richard Amell later wrote a descriptive account of the music and action, which 
does contain some inaccuracies but is nevertheless useful as it gives some idea of his 
priorities when writing the score. The composition is based on three main musical themes 
-  one for Harlequin, one for Pierrot, and one which he describes as “a germinal idea 
which represents moments of birth, suffering, and death.” (Amell, 1958, p.42) This 
latter has been described as “slurred chords opening and contracting in a ponderous, 
writhing manner on its first appearance” (Goodwin in Bames et al, 1959, p. 12). This
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idea is associated with the plants, Harlequin’s birth, the plant-girl’s suffering at being 
exposed to the light — Amell states that she dies but this is contradicted by all other 
evidence — and Harlequin’s retum to the earth to a “funereal statement of the germinal 
idea” (Amell, 1958, p.44). This musical idea seems to underline the cyclical ‘death and 
rebirth’ idea in the choreography.
Amell does not mention any particular theme associated with Columbine. He 
writes that her pas de deux with Harlequin includes the fullest development of 
Harlequin’s theme. The unicom has a woodwind motif which is also a variant of 
Harlequin’s theme. Musically, then, the unicoms and Columbine are ideas strongly 
linked with Harlequin, rather than taking on a separate existence. Amell also states that 
he suggested musically in Harlequin’s Act I solo “that Harlequin, in spite of his youth 
and strength, is closely linked with Pierrot’s futility.” (p.43)
Amell and Cranko clearly collaborated closely during the production period 
(Percival, 1983, p.85) and Amell’s account of his composition corresponds to the rather 
prescriptive programme notes which have been reproduced at the beginning of this case 
study (p. 103). As is underlined by Amell’s compositional stmcture. Columbine 
represents the goal of Harlequin’s human aspirations and the unicom is also an aspect of 
the aspiration theme.
The musical and choreographic suggestions that Pierrot and Harlequin are to be 
seen as complementary sides of human nature are confirmed in the programme note. As 
Harlequin “represents human aspiration”, Pierrot is “the fool, the human muddler”.
A further layer of iconography was added by John Piper’s decor, which located 
the action in a mined theatre, a dimension which does not occur in either of the scenarios. 
Most reviews and secondary sources state that the inspiration for Piper’s set design came
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from the ruined theatre at Hanley, which burned down while Sadler’s Wells Theatre 
Ballet was on tour there, performing Sea Change, the previous Piper/ Cranko ballet: this 
was later denied by Cranko (Bames, 1959, p.20). Whatever the similarities to the Hanley 
theatre, there is a parallel to be drawn between the Harlequin in April proscenium and 
that of Piper’s local theatre at Henley-on-Thames. Piper took out a lease on the Kenton 
Theatre there in late 1951 and his renovations included a new proscenium. This work was 
completed by the Summer of 1952 when Cranko led a small company of dancers 
performing a short season there (see also Chapter Five, p.224). A photograph taken at 
that time shows that the proscenium was flanked by applied, fluted half-columns with 
Corinthian capitals, and topped by a broken pediment (Tate Gallery, 1983, p.33). These 
classicising features give rise to an interesting play between extemal and intemal, 
because, although the pediment and columns recall the exterior of a simple classical 
temple, the broken pediment is a feature more commonly used to articulate interior 
surfaces, like window or door apertures, or overmantels.
There is a clear similarity between this scheme and the one used by Piper the 
previous year for the proscenium of the Harlequin in April stage-within-a-stage, although 
in that case the columns are crumbling and the pediment seems to be made up of broken 
beams and spars.
This stage-within-a-stage motif is reinforced by the action of the ballet. Pierrot 
performs a prologue in front of the once-sumptuous, crimson curtain, now tattered and 
with gaping holes (Theatre Museum, DC, S1801 -1986): he attempts to sing but no sound 
comes out and he retires. The tattered curtain goes up on the stage-within-a-stage for the 
birth of Harlequin. When Harlequin and Pierrot go off in pursuit of the unicom the 
curtain comes down to mark the end of Act I. Pierrot performs an Entr’acte in which he
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attempts to play a violin but without success. Meanwhile the dancers can be seen 
through the rips in the curtain, preparing for the second act, in which the unicoms and 
Columbine appear and Harlequin retums to the earth. An Epilogue is performed by 
Pierrot, attempting to assume Harlequin’s costume and role.
The notion that the activities of the stage-within-a-stage are under scrutiny is 
enhanced by Piper through the addition of two recumbent figures on the pediment 
(Appendix VI). Piper modelled these on ‘Raving and Melancholy Madness’, two figures 
sculpted by Caius Cibber in the late seventeenth century for the gates of New Bethlem 
Hospital (telephone conversation, Fraser Jenkins, April 1996; Allderidge, 1977). 
‘Melancholy Madness’ is well-known in the ballet repertoire through the main character 
in Hogarth’s sequence of engravings A Rake’s Progress (1735). Hogarth based his 
drawing of the Rake in Bedlam upon this statue and this is also how he was characterised 
in de Valois’ ballet The Rake’s Progress (1935), most memorably perhaps by Robert 
Helpmann.
In Piper’s set design the figures are freed from their original expression. Rather 
than suffering mortals, they are guardians, or watchers. The right hand figure is given 
a staff rather than the chains of ‘Raving Madness’, and could be a traveller or pilgrim. 
Piper has also formalised the figures into two dimensions, without facial features. The 
prominent rib-cage o f ‘Raving Madness’ has been rendered in a more dramatic form by 
cutting out beween the prominent ribs, so that this figure is almost a skeleton.
Piper’s inner stage for Harlequin in April encourages the audience, like the 
watchers on the pediment, to observe ‘the theatre of life’, as the cyclical myth is 
reenacted with the religious overtones of the temple/theatre. The cyclical myths -  
Persephone and the Fisher King -  were noticed in reviews but it has to be admitted here
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that none of the critics noticed the recumbent figures on the pediment. It could be that 
they were too poorly made and lit to be read clearly. Certainly they do not register well 
in the stage photographs, and although this may be to be expected in action photographs 
of dancers, there is also in existence a letter in which Piper states that the original set had 
been very poorly made (ROH, letter from John Piper, 13/11/58).
The commedia dell ’arte characters. Harlequin, Columbine and Pierrot, come 
from the tradition of improvised, mimetic and physically virtuosic comedy which 
originated in Italy, and was imported into the French court in the late sixteenth century, 
thereafter developing alongside the aristocratic art of ballet. Cranko was fascinated by 
the “seedy, yet mysterious commedia dell’arte figures” (Bames, 1959, p. 19) from the 
French lithographer and satirical caricaturist Paul Gavami (1804 -  1866). This suggests 
a link to the period of the 1830s and 1840s, when the popularity of the legendary French 
Pierrot, Jean-Gaspard Deburau, himself the subject of Marcel Game’s film Les Enfants 
du Paradis (1945), was at its height. A number of ballet critics, including Cyril 
Beaumont, writer of A Historv of Harlequin (1926) commented that Cranko had 
misinterpreted the characters ( 1954b, p.87). Nevertheless it would be difficult to identify 
the ‘authentic’ characterizations since they have undergone several hundred years of 
change in which their accepted personas, and even their conventional costumes have 
been reinterpreted by performers and artists. In fact, the character of Pierrot, as the name 
suggests, was developed in France from the late seventeenth century, and is not the strict 
equivalent of the Pedrolino of the earlier Italian commedia dell ’arte. (Storey, R., 1978, 
pp.17-34).
The stage-within-a-stage motif and the commedia dell ’arte characters, not only 
link Harlequin in April to several centuries of the popular entertainment tradition in
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temporary street theatres, but also to recurring images and motifs of early twentieth 
century arts. The years 1890 -1930 have been described as the high period of commedia 
delVarte imagery (Green and Swan, 1986) including Fokine’s ballets Carnaval (1910) 
and Petrushka (1911), Picasso ’ s celebrated series of painted Harlequins and acrobats and 
Schoenberg’s Pierrot Lunaire (1912k A hypothesis advanced by Martin Green and John 
Swan is that this reflects the shift from the more intense symbolism of Wagner and 
Mallarmé towards a celebration of the ironic and artificial in art and life which is a 
recognisable aspect of modernism (Green and Swan, 1986).
The characters of Harlequin in April and the inner theatre they inhabit are in the 
direct line from theatrical developments of this period. In 1906 in St. Petersburg, 
Vsevolod Meyerhold, who was a dominant figure in Russian experimental theatre up 
until the late 1930s, performed the role of Pierrot in his staging of Alexander Blok’s play 
The Fairground Booth. With its commedia characters and stage-within-a stage and play- 
within-a play plotting, it was the precursor of the Benois/Fokine/Stravinsky ballet 
Petrushka (1911). In 1910, Meyerhold mimed the part of Pierrot in Fokine’s ballet 
Carnaval. These two Fokine works were at the core of the Diaghilev reputation in the 
postwar decade, and carried the momentum of commedia themes over into the postwar 
cultural setting. Carnaval was taken into the repertoire of the Sadler’s Wells Theatre 
Ballet in 1947 and Petrushka into that of Festival Ballet in 1950. Ashton’s pre-war ballet 
Harlequin in the Street (1938) with decor by the French neo-romantic André Derain, was 
still in memory. Amell’s previous ballet score was Punch and the Child (chor. Danieli, 
1947), produced in New York for Ballet Society, and it appears that it was he who 
suggested to Cranko the inclusion of the “clown-like, Chaplinesque person” who 
eventually became Pierrot (Percival, 1983, p.85). The iconography of the commedia
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dell 'arte characters connects to a long pan-European tradition with local variations like 
the English Punch and the Russian Petrushka.
More than 149 dance works based upon these characters have been recorded in 
the period from 1900 to 1989 (Lenton, 1991). Harlequin in ApriPs commedia dell'arte 
iconography should be contextualised in two ways -  not only as a continuation of the 
illegitimate -  in the sense of unwritten and non-normative -  entertainment tradition in 
European theatre, but also in the way that the commedia dell 'arte can become a metaphor 
for the reflexive relationship between art and life.
The stage-within-a stage setting has a similar significance which extends beyond 
commedia dell’arte narratives. It occurs in such French ballets as Roland Petit’s Les 
Forains (1945), which features the temporary theatre of a strolling band of entertainers, 
and Jean Cocteau’s set for Phèdre (1950) features a temple-shaped inner stage, where 
scenes comment on events on the main stage. In Britain, Andrée Howard’s Mardi Gras 
(1947) was one of a number of ballets to incorporate a small performing booth as a part 
of the décor and action.
The unicoms depicted in Cranko’s choreography and Piper’s designs refer to a 
long-established but mutating myth with many ramifications. The depictions in the well 
known tapestries of the Cluny museum in Paris, refer to the attraction between unicom 
and virgin which enables her to entrap it. These tapestries appear to have had a particular 
cultural resonance in the postwar decade. At least three dance works are based upon 
them: Janine Charraf s La Légende de la licome (1945), Helen McGehee’s La Dame à 
lajiçome (circa 1952), and Jean Cocteau’s scenario La Dame à la licome, choreographed 
by Heinz Rosen (1953). All three of these consciously employ the mediaeval imagery in 
a way Cranko and Piper resist. In the Charrat and Cocteau/ Rosen works the single
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unicorn is characterized delicately on a female dancer. Cranko’s unicorns, on the other 
hand, are male at the beginning, bringing in female members of the corps de ballet as the 
multiplications increase, and they are snorting, vicious creatures, who attack Harlequin. 
They employ a pointed finger motif which is reminiscent of Massine’s Le Tricorne, and 
a stamping motif which Cranko recycled from one of his South African works Primavera 
(Percival, 1983, p.87). Piper gives them leotards and tights with large blotches, silver 
tails, and large open-work headdresses (Appendix VII). The effect is ungainly rather than 
delicate.
The final layer of iconography was added, presumably by Cranko, as part of the 
programme note. This introductory quotation from T.S. Eliot’s The Waste Land was the 
most criticised aspect of the production and was eventually abandoned. It certainly was 
not used for the 1959 revival. This is in fact two extracts, lines 1- 4 and lines 19-24. 
It may be that all Cranko wanted from the quotation was an evocation of April as a birth, 
full of the seeds of its own demise, yet it seems that some critics thought it must imply 
some literary reference to the content of the whole poem (Sitter Out, 1951b, p. 514). 
Specifically, some focussed on Eliot’s “heap of broken images” as the nub of the 
meaning: it was a “dark, dank world of broken images and decay” (J.B., 1951, p.3).
It is also possible that Cranko simply wanted to use something literary to give 
legitimacy to the performative. In the postwar period, Eliot’s position in the literary arts 
was one of “almost shamanistic authority”, according to his biographer Peter Ackroyd 
(Hewison, 1995. p.51). Whatever the reason, it is clear that this quotation was unhelpful 
and was regretted.
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FESTIVAL THEMES IN HARLEQUIN IN APRIL
The imagery of Harlequin in April deals in some of the issues which may be 
recognised from the British neo-romantic artists. In the figure of Harlequin it is possible 
to recognise both the romantic poet’s pursuit of love and death, and the subjective, 
reflexive relationship with the land; Harlequin is nurtured by the land, represented in the 
ballet by the plant life, and gratefully returns to it. The choreography for the plants, 
inspired by time-lapse photography of germination (Barnes, 1959, p.21), and generally 
selected by critics as very effective, and the plants’ costumes -  bodies in dark greens and 
brovms, with root-like traceries -  all make the clear connection with the earth. The 
relationship of the body to the land in neo-romanticism deals in the dual aspects of 
nurturing and decay (Mellor, 1987). There is a hint of the destructive aspect of earth as 
well as the nurturing. Columbine, recognised as a plant from Act I, is a slightly 
dishevelled character, with her right sleeve tom and hanging down over her shoulder.
It is difficult to say how Piper, as a major figure in the neo-romantic tendency, 
influenced the development of this theme. Piper and Cranko were friends and 
collaborators since working on Sea Change (1950) together. Their aesthetics may have 
converged even before they met, as it is known that Cranko knew Piper’s work before 
he left South Africa in 1946 (Percival, 1983, p.47). The original scenario put before the 
Arts Council (PRO, EL6/92), probably reflecting Cranko’s own first thoughts, does not 
convey the theme of the land as it emerged in the final ballet.
Some of Piper’s topographical themes are also to be seen in the scenic design for 
Harlequin in April. The set design is architectural, and the decay of the proscenium 
columns recalls Piper’s pleasure in the aesthetic properties of old stone, explored in an 
article entitled ‘Pleasing Decay’ (1947) published in The Architectural Review.
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Of the revival in 1959, Peter Williams wrote that the unicorns, “with their horsey 
structure head-dresses, once smacked of “Festival of Britain” designing” (Barnes, 
Goodwin and Williams, 1959, p. 13), Although Williams does not bother to define what 
is so ‘Festival style’ about them, there are some suggestions which do link the design of 
Harlequin in April with design going on elsewhere in 1951. The detailing of the unicorn 
costumes has a line-drawn, cartoon-like quality: the head-dress is of open-work covered 
wire; the horn is suggested by a spiral wire, and the mane is suggested by loops along the 
back (Appendix VII). There is a similar quality in the set, where the flutings of the 
proscenium colunms and the whorls of the Corinthian capitals are linear like wire, or line 
drawing. These can be compared to other artifacts associated with the Festival, 
including the ‘antelope chair’ produced for the restaurants, and various articles with 
‘stick and cherry’ legs. The way that these objects seem to spring directly fi"om line- 
drawing suggests the qualities o f ‘English good taste’ (Appendix VIII).
On its revival in 1959, Peter Williams found the designs the least successful 
aspect of the work. That ‘Festival style’ may perhaps have harnessed the work too 
accurately to what was by then an unfashionable period. The subtle evocation of the land 
as a neo-romantic presence, however, insinuates a national theme into a ballet which 
transcends nationality.
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CASE STUDY
Pineapple Poll
A Ballet freely adapted from the Bab Ballad, ‘The Bumboat Woman’s Story’ , by
W.S.Gilbert
Music by ARTHUR SULLIVAN, arranged by CHARLES MACKERRAS 
Choreography by JOHN CRANKO Decor and Costumes by OSBERT LANCASTER
Pineapple Poll, a Bumboat Woman ELAINE FIFIELD
DAVID POOLE 
DAVID BLAIR 
STELLA CLAIRE 
SHEILAH O’REILLY
Jasper, Pot Boy at “The Steam Packet”
Captain Belaye, of “H.M.S. Hot Cross Bun 
Blanche, his Fiancee 
Mrs. Dimple, her Aunt 
The Crew of “H.M.S. Hot Cross Bun” : DAVID GILL, MICHAEL HOGAN, 
STANLEY HOLDEN, DONALD MCALPINE, MAURICE METLISS, PETER 
WRIGHT
Sweethearts, Wives, etc : YVONNE BARNES, SHIRLEY BISHOP, JOAN CADZOW, 
STELLA FARRANCE, MARYON LANE, DOREEN TEMPEST 
Scene 1 Portsmouth. Morning
Scene 2 .. The Quayside. That Evening
Scene 3 On Board H.M.S. Hot Cross Bun. Next Morning
(Text and format from first performance programme, Tuesday 13 March 1951, Sadler’s 
Wells)
TRACES AND METHODOLOGY
The popularity of this work ensured it a permanent place in the Sadler’s Wells 
and later Royal Ballet repertories, and consequently there is a great deal of contemporary 
written and photographic evidence. In this case it has also been possible to study video
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and film evidence. The ballet was televised in 1959, and again in 1979, and film or video 
of both transmissions is available for study. The difference in methodology in relation 
to the previous case study is therefore the fact that, the movement material of the work 
being in an accessible form, it has been possible to proceed directly towards asking 
questions about the meaning of the work, rather than performing archeological tasks to 
gather the evidence of its existence.
Pineapple Poll is a short narrative ballet in three scenes. The scenario was derived 
from one of W.S. Gilbert’s Bab Ballads, satirical poems which were published in the 
magazine Fun during the 1860s. In The Bumboat Woman’s Storv. Poll Pineapple, an 
elderly vendor around the ships in Portsmouth harbour, remembers the time when she 
and various other women disguised themselves as sailors in order to be near the object 
of their affections. Lieutenant Belaye, the commander of H.M.S. Hot Cross Bun. This 
became the essence of the plot of Pineapple Poll, with some changes to names, and the 
age of Poll herself. In addition the story acquired a conventionally happy ending with 
reconciliations between all the couples, and Poll instantly redirecting her affections to 
Jasper, who had loved her from afar.
The idea for the work probably originated with the conductor/arranger Charles
Mackerras (Percival, 1983, p.83). In 1950 the copyright expired on the compositions of
Sir Arthur Sullivan. This made the music of the popular light operas of Gilbert and
Sullivan available for reinterpretation. Mackerras had spotted their potential as ballet
music during the early 1940s, while still living in Australia.
The idea of arranging G&S into a ballet came to me from 
the fact that I was playing the oboe in the Savoy operas by 
night & rehearsing as a ballet pianist with the Kirsova 
Ballet by day.
Mackerras, fax, 1998
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The collaboration with Cranko appears to have been a genuinely reciprocal one, 
as they worked together on finding the literary source and selecting musical themes 
(Mackerras, fax, 1998). Music from the Gilbert and Sullivan operas had been amongst 
the first gramophone records Cranko had acquired as a schoolboy in South Afi-ica 
(Percival, 1983, p. 20).
The decor and costumes were by Osbert Lancaster, a Dailv Express cartoonist and 
friend of John Piper, whose idea it was to employ him for Pineapple Poll. His sets for 
the three scenes apply his witty drawing style, and have a cartoon-like quality. Objects 
which should be in motion -  flags, clouds, a seagull, a sailor climbing the rigging, are fiat 
and motionless in contrast to the movement on the stage. Although some might have 
found this a mixed genre, not in the received tradition of stage decor, or even in the case 
of the stationary sailor, “a solecism” (Barnes, 1961,p. 23), it undoubtedly helps to frame 
the ballet within a visual world of comic illusion. He was also known for his drawings 
illustrating the history of architecture, in a light-hearted manner, and the local and period 
flavour conveyed by his Portsmouth townscapes was commented upon (Beaumont, 1951,
p. 22).
Although not a Festival commission, part of Pineapple Poll’s appeal in 1951 was
that it was found to embody the Festival theme of British identity, in a particularly
‘English’ manner:
this is a recognisably national ballet: the only one of its 
kind, indeed, that the Festival of Britain seems likely to 
throw up.
Williamson, 1951, p. 15
Audrey Williamson’s declaration is fiiistratingly incomplete for she does not make it 
clear where the national identity of the ballet is located, unless she means to imply that
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it is an outcome of “Osbert Lancaster’s nautical designs, equally witty and in character”. 
Cyril Beaumont commented upon the ballet’s
typically English character — and it is astonishing how 
few ballets have been composed which present a typically 
English scene....
1951, p.22
Mary Clarke thought that
the national flavour is so inherent throughout that the 
Festival of Britain will be hard put to it to produce a more 
topical, more praiseworthy offering.
1951,p.l2
Taking a slightly different tack, ‘The Sitter Out’ found the ballet “absolutely English in 
essence, for Cranko has brought out all the salient points of our comedy traditions.” 
(1951a, p. 452)
What is interesting about these assessments is that the writers find that the 
implicit national identity of the work needs little or no explanation. There are indeed 
some obvious directions from which its cultural identity might be seen to derive. 
Undeniably the narrative is based in a British location and the literary and musical 
sources are indigenous, and certainly this has been a relatively unusual occurrence for 
British ballet, where even despite the early example of de Valois’ Job (1931 ; after Blake; 
mus. Vaughan-Williams) and The Rake’s Progress (1935: after Hogarth; mus. Gordon), 
ballet was generally expected to have a cosmopolitan hue. The most overt symbolic 
statement of nationhood occurs in Pineapple Poll’s finale, where the tiresome chaperone, 
Mrs. Dimple, is draped in a Union Jack and sits in the attitude of Britannia on the back 
of a penny, her umbrella as the shield. It is clear, however, that contemporary 
commentators saw a network of references they felt justified in calling ‘national’, from
- 120
the nautical, identifying Britain as an ‘island race’, to references to the country’s 
theatrical traditions.
It was therefore evident that this case study should look in detail at the way this 
interpretation of nationality emerges from the material of the ballet. Clearly, considering 
its central importance, it was necessary to look in detail at the way that the Gilbert and 
Sullivan repertoire was used to produce Pineapple Poll. Although there have been lists 
of sources published previously, this is the first detailed analysis, cross-referencing 
between the text and action of the operas and the ballet. The complete analysis is 
presented in Appendix DC.
SOURCES AND REFERENCES IN THE MUSIC OF PINEAPPLE POLL
The operas of Gilbert and Sullivan were all originally produced between 1871 and 
1896. The first, Thespis, not having been a success, it was only the intervention of 
Richard D’Oyly Carte which brought them together again in 1875 for Trial bv Jurv. 
From then on he was their third essential collaborator, providing the financial and 
institutional framework, building the Savoy Theatre to house their work, which opened 
in 1881. The exclusive performing rights to produce the operas in Britain remained with 
the family and the D’Oyly Carte Opera Company until 1961, fifty years after the death 
of Gilbert. The stability provided by the family and the company undoubtedly was one 
factor which allowed the works to acquire the status of tradition. Despite fluctuations in 
its fortunes, this organisation was able to keep the works before the public through 
constant touring in Britain and abroad, as well as through London seasons. The 
popularity of the operas with amateur societies is another factor which has kept them in 
constant performance.
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Avoiding what might have been an obvious plan of relying heavily on H.M.S. 
Pinafore, which had also derived from the same Bab Ballad, Mackerras used music from 
eleven of the fourteen Gilbert and Sullivan operas and also from one Sullivan concert 
work, the Overture di Ballo (1870), and from the short opera Cox and Box (1867) which 
Sullivan composed to the libretto by F.C. Bumand. Out of these he crafted a ballet score 
of eleven musical pieces, of which he would later write that every bar, apart from the 
Overture di Ballo extract, came from the operas (Mackerras, 1993, p. 12). In only one of 
the musical pieces -  no. 10, the reconciliation between the sailors and their “Sweethearts, 
Wives, etc” -  is there simply a single musical source. All the other pieces are made up 
of multiple themes, the final dance as the most complex being composed of at least nine.
As noticed by Evan Senior (Senior, Barnes, and Williams, 1951, p. 14) and others 
at the time, there were moments of clear correspondence between the action of the ballet 
and the words of the music being used. Poll and the girls who all love Captain Belaye 
dance to the chorus ‘Twenty Love-sick Maidens We’ from Patience. In that opera, a 
satire on the aesthetic cult of the 1890s headed by Oscar Wilde, nearly the whole female 
cast is infatuated with the sham aesthete Reginald Bunthome, later transferring their 
affection to Archibald Grosvenor, “an Idyllic Poet”. Other female choruses from the 
same opera are used at moments when the girls in the ballet are overcome with emotion 
at the sight of Belaye -  ‘In a doleful train’ and a theme from the overture which is sung 
in the opera to the words: “Oh list while we our love confess That words imperfectly 
express” and goes on to declare “blighted love’s distracting woes”.
Belaye’s fiancée is chaperoned by an aunt, Mrs. Dimple, who chatters soundlessly 
to ‘How beautifully blue the sky’ from The Pirates of Penzance. The parallel is very
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close here. In the opera, the chorus of girls decides, “Let us shut our eyes. And talk about 
the weather”, in order to discretely chaperone the meeting of Frederick and Mabel.
As well as direct references to the words, there are more oblique references to 
parallel situations. Themes associated with marriage in the operas crop up at appropriate 
moments in the ballet. The fiancée, Blanche, makes her first entrance to the orchestral 
introduction to The Mikado, act II, where Yum-Yum is being prepared for her wedding. 
Belaye jumps aboard his ship after his wedding, to the fanfare which heralds Fairfax’s 
entry to claim his bride in The Yeoman of the Guard, followed by Blanche as a bride, to 
the music for the entrance of the bridesmaids in Trial bv Jurv.
It often appears that there is a correlation between the gender of a performer in 
the opera and in the ballet. It appears that the girls in the ballet are often dancing to 
themes originally sung by girls in the operas, while the men often have the themes of 
dragoons, pirates or peers. In the first dance, three girls enter to a female chorus from 
The Mikado:
But youth of course must have its fling.
So pardon us.
And don’t in girlhood’s happy spring.
Be hard on us.
If we’re inclined to dance and sing 
and then four sailors enter to a male chorus, ‘The soldiers of our Queen’ (Patience). This 
is not always the case: for example, both Jasper’s solos, in Pineapple Poll nos. 2 and 6 
are danced to female solos fi-om the operas. However, Mackerras and Cranko clearly 
understood the way that Gilbert and Sullivan underlined the dramatic conflict in the plot 
by the opposition between male and female interests and the gender division in the 
chorus. In The Pirates of Penzance, the female chorus members are wards of Major- 
General Stanley, while the males are pirates or policemen. In Patience, the females are
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all swooning over the aesthetic types, while the males are dragoons. In lolanthe. the 
gender division is between peers and fairies. Princess Ida is a satire on the then new 
phenomenon of higher education for women. Very often this division is underlined by 
the opera being introduced by a single sex chorus and the chorus of the other sex arrives 
later in the first act. In Pineapple Poll. Mackerras and Cranko very accurately reflected 
this, with its corps de ballet of swooning “Sweethearts, Wives, etc” and robust sailors. 
The fact that gender-appropriate tunes and texts are often referred to in the ballet may 
reflect both the desire of Cranko and Mackerras to be true to the mood of the operas and 
the fact that the operas were a rich source of gender-appropriate text and sound.
Sullivan made effective use of counterpoint to express the dramatic opposition 
in the operas. This is a device of Sullivan’s, not only quoted by Mackerras but copied. 
A double chorus of peers against fairies from lolanthe is quoted in the scene where the 
real sailors angrily confront the girls who have just revealed their disguise (Pineapple 
Poll no. 9). In the ‘chattering’ scene between Belaye, Blanche, and Mrs. Dimple 
(Pineapple Poll no. 4) there is another counterpoint section of this type. The parallel 
between the situation in the opera and the ballet, as mentioned above, is very close. In 
the opera the gossiping theme in 4^ is interrupted twice by short \  interactions between 
the lovers, before the two themes are heard in counterpoint. Mackerras allowed the 
musical structure of the scene to remain, but substituted a more waltz-like theme for the 
second duo. Mackerras invented his own counterpoints of Sullivan themes in Pineapple 
Poll, nos. 2 and 11.
It can be seen therefore that the music of Pineapple Poll is not just a straight­
forward arrangement of themes culled from Sullivan’s works, but seems to invite the 
discovery of parallels between the original use of the themes and their use in the ballet.
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References are of several kinds: 1) direct reference to the words of the libretti; 2) more 
oblique invitations to compare situations, including gender disputes; 3) references to 
Sullivan’s compositional methods.
There are similarities here to the method of ballet score composition from musical 
borrowings, which began to die out in Paris in the 1830s. Before this, borrowings from 
well known operas and popular songs were routinely incorporated. As with Pineapple 
Poll, musical references were made to similar dramatic circumstances and to sung texts 
which could be appropriately applied to the action of the ballet. The latter, known as airs 
parlants, have been described as “the most powerful explanatory tool the ballet composer 
had at his disposal.” (Smith, 1988, p.9) Is this indeed a tool that Mackerras was 
consciously using for explanatory purposes?
At its simplest, the parallelism in situations between Pineapple Poll and the 
Gilbert and Sullivan operas could be seen as the direct outcome of the desire of the 
collaborators to be appropriately ‘Gilbertian’ in plot and atmosphere, an objective which 
they were considered to have achieved. As for the airs parlants, there has to be some 
doubt that they were truly used for explanatory purposes. The plot is simple enough to 
be understood without knowing any of the Gilbert and Sullivan references, and the ballet 
audiences of 1951 would not expect to look to references in the music for understanding, 
as they would have done in the early nineteenth century. There are some points where the 
plot is a little mystifying, for example it remains unclear as to whether or how Belaye 
really becomes an admiral and why Poll transfers her affections to Jasper, but on these 
points the music provides no clues. Even at points where airs parlants have a clear and 
precise message, it may be doubted that they are necessary to the production of meaning. 
In Pineapple Poll no. 8, where Poll has fainted at the noise of the gun, a detail of the plot
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which seems to derive from The Bumboat Woman’s Storv. the other ‘sailors’ try to draw 
Belaye’s attention to this, using a theme from Trial bv Jurv. In that opera, the Plaintiff 
faints and the judge exclaims: “That she is reeling is plain to tell”. This reference may 
have been one of the more obscure ones, since it is was not mentioned by the reviewers. 
What is more, it would hardly seem necessary at this moment of clarity in the action to 
use an air parlant as an explanatory tool. It seems quite possible in this case that the 
moment in the opera suggested an elaboration of the stage action in the ballet. It 
presented an amusing vignette to make another female ‘sailor’ mime the equivalent of 
“That she is reeling is plain to tell” to the appropriate music.
If the musical references cannot be seen as an explanatory tool, are they more like 
an elaborate game of intentional hidden references, for the delight of Gilbert and Sullivan 
devotees? Could even the most indefatigable of followers have been expected to 
recognise the references to all the operas? Fortunately there is a detailed analysis of 
the activities of The D’Ovlv Carte Opera Companv in Gilbert and Sullivan Operas 
(Rollins and Witts, 1962), which may help to answer questions about the public 
awareness of the works in 1951. Certainly there had been countrywide touring of the 
operas since 1875, up to 1903 by a number of companies simultaneously. Between 1919 
and 1927 there was again a second company. From 1921 the full repertory of twelve 
operas was being toured -  the same twelve operas which Mackerras used -  and the 
company functioned as a genuine repertory company changing its show daily. From 
1935, and apart from the disruption to the pattern caused by the war, the hitherto irregular 
London seasons became an annual event. In 1951 two of the operas. The Sorcerer and 
Princess THm had been out of the repertory for ten years the sets having been destroyed 
during the war and not yet replaced. Another factor influencing the generalised
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knowledge of the whole repertoire was the availability of recordings. By 1950, Cox and 
Box was the only opera in the repertoire which had not been recorded, although Patience. 
Princess Ida, and The Sorcerer had not been recorded since the early 1930s.
This evidence seems to point to the continuous availability of the repertoire as 
used in Pineapple Poll, with one or two exceptions, so that many of the textual references 
could have been noticed by an enthusiast. Mackerras has recently denied that the textual 
references were anything more than “a kind of sly joke on my part” (Mackerras, fax, 
1998). Nevertheless, his own experience illustrates the way the operas have become 
culturally embedded, and his case is not unique: he came from a home background where 
all the words of the Savoy operas were known by heart, and he sang roles in the operas 
in school productions (Mackerras, fax, 1998).
It is clear that such an experience is not specific to British Gilbert and Sullivan 
enthusiasts, but the meaning accruing to the operas in different circumstances will be 
different. An important aspect of their cultural meaning, at least within the British 
context, seems have been a potent sense of their national identity. Sullivan’s music was 
seen as:
Thoroughly English, rich and bright and lilting, these 
tunes are almost a part of our national heritage.
Senior, 1951, p. 13
Notwithstanding the continental influences in his serious works, and even with the traces 
of Offenbach, Mozart and Rossini in the light operas, there was something about the 
latter which were “English to the core” (Hussey, 1951, p. 198). It becomes necessary, 
therefore, to explore the cultural history of the Gilbert and Sullivan repertoire and its 
constitution of, and through, issues of national identity. This will be investigated in the
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next section in order to understand how that might reflect upon the national identity 
implicit in Pineapple Poll
GILBERT AND SULLIVAN AND THE CONSTRUCTION OF NATIONAL
IDENTITY
In 1951 Arthur Jacobs could write:
The “legitimate” theatre of that day [the 1870s and 1880s] 
is dead. The presentation today of a play by Pinero or 
Henry Arthur Jones is inescapably termed a revival; but 
the Gilbert and Sullivan operas are not revivals, for they 
have never ceased being alive.
Jacobs, 1951, p. 11
Although not strictly accurate, for some Gilbert and Sullivan operas have needed 
‘revival’ from time to time, this statement reveals the reputation of permanence which 
gathered around the repertoire.
To get some idea of how this could have happened, it is necessary to look at them 
in the context of their first production. As has been pointed out earlier in this chapter, the 
period following the Great Exhibition of 1851 was one when the critiques of 
industrialization from such important figures as Charles Dickens, William Morris, and 
John Ruskin advanced an alternative vision for the condition of the nation, as the rural 
and traditional ‘Merrie England’ rather than the urban, modem and industrialized. One 
of Sullivan’s two ballet scores was Victoria and Merrie England (1897), produced at the 
Alhambra music hall for the Diamond Jubilee.
Part of the social process was the detachment of middle-class values from those 
of business and industry. Some occupations were redefined as ‘professions’, while 
wealthy capitalists settled into the lifestyle which had hitherto been the province of the
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aristocracy. This process has been described in detail by Martin Wiener (1981). An 
aspect of the leading cultural role being assigned to the middle-class was the movement 
to make the Victorian theatre, dominated as it had been by the perceived vulgarities of 
burlesque, melodrama, and pantomime, suitably polite and cultivated for the middle- 
classes. By the time that Gilbert and Sullivan had begun their collaboration, there was 
a new middle-class audience, but their values had to be continually reinforced through 
the works. Costumes and language were decorous, discipline and morals were demanded 
from the cast, and every aspect of the productions was meticulously supervised by Gilbert 
and Sullivan. The works themselves built upon the conventional forms of lower class 
entertainment, such as pantomime, burlesque and nautical melodrama, while providing 
the kind of musical and literary references which would appeal to an educated taste 
(Cannadine, 1992b, p. 15). Not surprisingly, the contemporary themes which Gilbert 
satirised for this audience had much to do with their own social situation. Class-based 
hierarchies, and the powerful institutions of the established order -  the monarchy, the 
law, the navy, the army, the police, the House of Lords -  are called into question, but 
ultimately there is never any doubt that their fundamental worth will be restated. They 
were, after all, the institutions which guaranteed the stability of the nation at a time when 
the greatly enlarged urban proletariat was viewed with unease, and when the period of 
Britain’s unchallenged world leadership was over.
For this reason the late Victorian period has been recognized as a key period in 
the construction, or reconstruction, of ‘national myths’. ‘Deep’ and ‘Merrie’ England 
have already shown up in this chapter. There are also figures of national myth, legendary 
personalities, Everyman figures, and national archetypes, which, as Raphael Samuel has 
pointed out in his introduction to a ‘National Gallery’ of these figures, are the stuff of
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a popular understanding of what constitutes the national character, and also form the 
basis of representations of British types in the arts (1989, pp. xi -  xxxvi).
One short scene from The Pirates of Penzance (1879) illustrates three figures of 
national myth in use during the era of the Gilbert and Sullivan operas and mediated 
through them in work after work.
When all seems lost and everyone is at the mercy of the pirates, the Sergeant of 
Police orders them: “we bid you yield in Queen Victoria’s name!” This is impossible for 
the pirates to resist “Because, with all our faults, we love our Queen!” Major-General 
Stanley cannot arrest the pirates, however, when he learns that they are all “noblemen 
who have gone wrong.”
No Englishman unmov’d that statement hears!
Because, with all our faults, we love our House of Peers....
Peers will be Peers, and youth will have its fling!
Resume your ranks, and legislative duties.
And take my daughters, all of whom are beauties!
Act II, no. 14, pp. 164-167
Here are three of those myths in action. The cult of the monarchy, with Queen Victoria 
elevated from being the lampooned reclusive widow to the revered figurehead of the 
Empire, dates from the invention of royal ceremonial in the 1870s (Cannadine, 1992a). 
The aristocracy is understood to be an anachronistic retention of power, but nevertheless 
it is seen to embody some of the nation’s cohesive rituals. Representative of the British 
armed services are seen to be brave but far from brutal: many soldiers and sailors people 
the Savoy operas. This latter category will be explored in depth later in this case study, 
for it will be argued that Pineapple Poll’s Captain Belaye represents a figure of national 
myth, the archetypal naval hero.
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During the twentieth century, it has not just been the case that these myths have 
continued to be built and reinforced in different ways, making it possible to see the 
operas as still relevant, but also that ceremonial and national rituals, for example the 
coronation of Queen Elizabeth II in 1953, have seemed to follow the example of the 
operas (Cannadine, 1992b, p. 26). The photograph introducing The Lion and the 
Unicom’ pavilion in the official exhibition guidebook (Cox, 1951, p.67), is of a real 
Lord Chancellor’s procession which could have come straight out of lolanthe. The 
postwar settlement did not abolish the House of Lords; the monarchy emerged in a 
reinvented form from the Second Word War; numerous wartime and postwar films -  In 
Which We Serve (1942) and Above Us the Waves ( 1955), are two examples -  reiterated 
the archetype of the noble and heroic British serviceman. The figures of national myth 
of the Gilbert and Sullivan operas are essentially the same as those of the mid-twentieth 
century. This is one way, then, in which the operas could be written of in 1951 as ‘a part 
of our national heritage’. It has also been suggested that the rigid manner in which the 
requirements of the copyright were interpreted, no alteration of text or stage directions 
being allowed either in professional or amateur productions, gradually imparted to the 
operas their own mythological status as somehow timeless and ‘traditional’ (Cannadine, 
1992b, p.25).
While the operas represent and draw humour from the institutions of the British 
state, they do this without allowing ridicule to reduce the symbols to powerlessness. 
This is possibly another aspect of the late nineteenth century’s construction of its own 
myth:
the Victorians took to worshipping themselves, though, 
fearful of possible impiety and hubris, they did so through 
decorous self-mockery....the D’Oyly Carte operettas
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permitted self-veneration without vanity, pride through 
parodie pantomime.
Porter, 1992, p .6
This provides a rather more sophisticated explanation of the humour depicted in 
‘The Lion and the Unicom’ pavilion than the ‘whimsy’ which it is normally accepted as 
being. What else is ‘Eccentrics Comer’ proposing but the natural inventiveness of the 
British people, disguised by total non-utility? Also the grouping of these artefacts, 
together with the fantasy figures of Alice and The White Knight, in such proximity to 
the highly serious declarations on Freedom and Liberty, have something of the same 
effect of restraining the perception of boastfulness.
It can be seen, therefore, that there were continuities between late nineteenth 
century and mid-twentieth century Britain which placed the operas in a cultural context 
where the chief parodies remained relevant. None of this contradicts the fact that these 
works have also stood on their own intrinsic qualities of exceptional writing of text and 
music.
This overview has put forward some of the ways in which the Gilbert and 
Sullivan operas were embedded in British life at the time of Pineapple Poll, so that the 
parallels between the operas and the ballet, the archetypal British characters and a kind 
of humour perceived as especially British would be sources of the ballet’s identification. 
It is intriguing that this ballet, interpreted as quintessentially British, came from 
Mackerras, an Australian, and Cranko, a South African, both of them arriving in Britain 
in the late 1940s. As has been seen, knowledge of the Gilbert and Sullivan operas was 
a part of their home cultural backgrounds, an interesting confirmation here of the binding 
qualities of British cultural practices across the Commonwealth.
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FIGURES OF NATIONAL MYTH IN PINEAPPLE POLL
There are two archetypes of national identity which are transmitted in the ballet, 
that of the navy, personified in the character of Captain Belaye, and that of the armed, 
female representation of the nation as Britannia.
In the last minutes of the ballet, to the martial motif from the overture of The 
Yeoman of the Guard which is generally known as the ‘Tower theme’, a procession 
heads centrally downstage led by Belaye, now apparently an admiral, and Jasper in 
Belaye’s captain’s uniform. They unfurl a Union Flag which they drape around the 
shoulders of Mrs. Dimple. She sits in profile, is given a trident, and opens her umbrella 
in front like a shield. In this attitude she is lifted up by some of the sailors and the whole 
tableau rotates as the curtain comes down. This is recognized as the image of Britannia 
as it appeared on British coins at the time of the ballet. Although this is a frothy ending 
to the ballet, the cast all dancing in a circle around Mrs. Dimple or in couples, and the 
parody of the bespectacled Mrs. Dimple as Britannia is whimsically amusing, it is 
accomplished with ritualistic solemnity. The theme from The Yeomen of the Guard is 
probably the most well known of the themes used in the ballet and, as its sobriquet 
implies, its steadily ascending motif evokes the solidity of the Tower of London, the 
continuity of the Yeomen Warders and by implication that of the other institutions of the 
British state, personified in the image of Britannia. Mrs. Dimple becomes Britannia in 
all seriousness, assuming the iconic posture with authority, unmoved by the momentary 
acclaim of the other members of cast before they commence the final round dance. This 
has all the hallmarks of the ‘pride through parodie pantomime’ type of national humour 
described above.
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Britannia as a female form representing the spirit of the land is first depicted in 
the first century AD on reliefs commemorating the conquest of Britain by the Emperor 
Claudius (Dresser, 1989, p.26). It is probably irrelevant here to explore all the symbolic 
strands from classical, Celtic and Christian representations which went into the making 
of the Britaimia recognizable from the coinage, which first appeared in 1673. Two factors 
which are striking in the development of the image over the next centuries are that the 
associated emblems show that Britannia stands for the unity of the United Kingdom; and 
that the imagery becomes more nautical. From 1797 Britannia was given Neptune’s 
trident instead of a spear and was depicted against a background of the sea and a ship; 
this was the period of famous sea victories such as the Battle of the Nile (1798), and 
Trafalgar (1805). By the twentieth century, the unity of England, Wales, Scotland and 
Ireland was represented simply in the Union Flag on Britannia’s shield.
In Festival of Britain year, Britannia acquired another manifestation. The emblem 
of the Festival made use of Britannia’s helmeted head, combined with the points of the 
compass and decorative flags, in red white and blue, the theme of national unity and 
gaiety rather more prominent than naval preparedness in this case.
The Britannia imagery of Pineapple Poll, appropriate to the deck of the Victorian 
ship in Scene 3, reaffirms that the defence of the realm is its naval tradition. Of course, 
in 1951 the latter was no longer the case, the recent war having been fought to a large 
extent in the air, but it was true within the Victorian nostalgia of Pineapple Poll and 
perhaps a comforting wish at that time of international tension as the Korean War 
continued. Mrs. Dimple as Britannia pulls together a number of strands of metaphorical 
meaning to close the ballet. Although she reinforces the myth of naval power, the
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essence of that is presented musically and choreographically in the character of Captain 
Belaye.
Belaye’s character is initially created in Pineapple Poll no. 3, when he performs 
a ‘hornpipe’. For this, Mackerras provides some themes from Cox and Box which are 
associated with the “military man” Sergeant Bouncer. This may be surprising, since both 
H.M.S. Pinafore and Ruddigore include hornpipes and there are other examples of music 
for nautical characters, for example in The Pirates of Penzance and especially H.M.S. 
Pinafore. It may be that the desire to be less predictable has something to do with the 
choice made, but it can be seen that the character of the music, with its onomatopoeic 
rattle of side-drums in the words “Rataplan! Rataplan! I’m a military man.”, is perfectly 
matched by the character which Cranko made choreographically. Belaye’s dance has 
precise rhythmic patterns and crisp changes of direction. Although not making use of 
conventional bravura steps like multiple pirouettes and grands jetés, and not spatially 
expansive, it leaves the impression of being technically demanding because of the speed 
and precision required. Belaye’s qualities -  attention to minutiae, dignity bordering on 
pomposity -  clearly derive from the military flavour of the chosen music and its dance.
The dance is characterised as belonging to a naval rather than an army officer in 
that it is a ‘Sailor’s Hornpipe’. The dance begins with a series of stamping steps 
sideways, one arm opening strongly, the other on the hip, which has a slight flavour of 
eastern European folk dancing, but then the references to the hornpipe are established. 
He uses the standard hornpipe position of arms, folded with palms down, reputedly to 
avoid contaminating the clothing with tar, performs a series of mimetic actions including 
rope hauling, hoisting flags, and rolling as if with the ship, and some of his steps are like 
the shuffles, retirés and rocking steps of the hornpipe as transmitted in the mid-twentieth
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century (Cameron,W., 1951; Scottish Official Board of Highland Dancing, 1964). 
However, he does not perform any of the movements which could result in loss of 
dignity, such as ‘hitching slacks’ or the inverted toe ‘crab walks’ and this is only proper: 
it is reportedly the seaman, not the officer, who would hornpipe.
In Pineapple Poll no. 7, when the ‘Sweethearts, Wives, etc.’ disguised as sailors, 
are drilled by Belaye on the deck of the ship, the dance steps refer again to the hornpipe, 
and this time Belaye performs a short burst of inverted toe positions with ‘rocks’, but 
made very small and precise, with no movement above the waist. There are other hints 
of hornpipe steps in the general dancing in the finale. In 1951 the hornpipe would have 
been generally assumed to be a ‘traditional’ English sailor’s dance.
Although the Sailor’s Hornpipe has been long established in Scottish Highland 
dancing schools, authorities have asserted that this is a Scottish version of a traditionally 
English dance (Cameron, 1951; Stage Dance Council, 1961, Scottish Official Board of 
Highland Dancing, 1964). There is some evidence from early in the twentieth century of 
the dance as performed by serving members of the Royal Navy (Cowper Coles, 1910; 
EFDSS, Sharp, ms. 1918), but by the mid-century the most visible public manifestations 
of the hornpipe’s naval connections would have been in displays performed by trainees, 
or by boys from certain schools with naval connections. From 1947 the hornpipe was 
included in the syllabus of the Royal Academy of Dancing’s Ballet in Education 
Children’s Examination and this must have been a powerful tool of transmission. 
According to the Academy, the Sailors’ Hornpipe had its origin in the time of Apprentice 
Guilds, “when many trades danced their Hornpipes, the steps of which depicted actions 
characteristic of their trade.” (Royal Academy of Dancing, 1947, p.20) No other 
evidence for this assertion has been discovered, however. It would be interesting to
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discover the source of the Academy’s hornpipe. There is some evidence that there was 
at least a connection with H.M.S. St. Vincent training establishment, which taught a 
hornpipe for display purposes (Royal Academy of Dancing, 1951a, p.30, and 1951b, 
pp31 — 32).
In 1961 the Stage Dance Council made it the subject of the first of its pamphlets 
of ‘British National Dances’ with a view to making British dances more popular and 
better performed in children’s shows and competitions. The Hornpipe is the dance which 
represented England in that series. The publication credits the nineteenth century actor 
T.P. Cooke with the formulation of the stylised routine as transmitted down to the 
present, and claims that he learned the movements directly from sailors (Stage Dance 
Council, 1961, Forward unpag. and p. 8).
The role of the stage and of T.P. Cooke in particular in mediating this tradition 
is certainly an important one. The problem is that there is no clear evidence that sailors 
danced the mimetic ‘Sailor’s Hornpipe’ before its being reported as a popular stage act 
in the late eighteenth century. There must be a strong suspicion that the Sailor’s 
Hornpipe is predominantly a theatrical phenomenon which impressed itself upon 
mundane cultural practice. It will be argued below that this was favoured by a particular 
set of historical circumstances and the need to identify with figures of national myth.
The history of the hornpipe is confused by the fact the name refers to two distinct 
dance rhythms. The triple-time hornpipe, usually in \  began to give way to the duple­
time hornpipe, in \  or \  in the late eighteenth century. This latter rhythm became rooted 
in many different regions of the British Isles as ‘step-dancing’ -  dances with complex 
rhythmical footwork and individual, competitive display. These dances provided a basic 
vocabulary and virtuoso form which appears, with embellishments, to be embedded in
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the theatrical dances, and can also be seen in the Sailor’s Hornpipe as it was later 
recorded (Emmerson,1970).
Dances in the character of a sailor by both male and female performers were 
common on the stage throughout the eighteenth century. Not all of them were hornpipes, 
and some of the hornpipes may have been of the triple-time variety. Although there are 
some contemporary references to sailors dancing hornpipes and jigs, there is no reason 
to suppose that these were anything other than ordinary step-dancing (Emmerson, 1970, 
p.28). By the nineteenth century the duple-time dance was well established as a 
theatrical dance of nautical character. It was sometime in the early nineteenth century that 
the Royal Navy began to use the hornpipe in drills (Emmerson, 1970, p.28).
It seems that it was during the nineteenth century that the hornpipe became an 
‘authentic’ dance of sailors in the Royal Navy. The most significant location for this 
process seems to have been the London stage of the early nineteenth century. This was 
the period of the Napoleonic Wars, the Battle of Trafalgar, and the mythologising of 
‘Jack Tar’ as a national hero. An outcome of the expansion of the urban workforce was 
the lower-class domination of London theatre audiences and the withdrawal of the 
middle-class in favour of more decorous pursuits. Sailors were working class as well as 
national heros (Bratton, 1990, p.68), and nautical melodrama became a popular genre. 
In the early nineteenth century, sailors are mentioned as thronging to theatres, where they 
could often see naval battles reenacted in water tanks on stage (Forbes, 1980).
The actor T.P. Cooke gained a considerable reputation from his performances of 
the sailor’s hornpipe in various nautical plays such as Douglas Jerrold’s Black Eve’d 
Susan (1829). It will be remembered that Gilbert and Sullivan were to draw upon the 
lower-class genres such as the nautical melodrama at the other end of the century. H.M.S.
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Pinafore (1878) clearly has this kind of nautical theme but also resembles the 
melodramas in its apparently lower class hero’s challenge to the class system. 
Significantly, R.J. Sharp, bewailing the passing of the ‘authentic’ Sailor’s Hornpipe in 
mid-twentieth century, would find the tradition best preserved in the hompiping seaman, 
Richard Dauntless, in Ruddigore (Sharp, 1952, p.l 15). This is perhaps another of those 
cases where the Gilbert and Sullivan repertoire is seen to embody the national myths so 
eloquently.
It is easy to see how the conjunction of Britain’s naval warfare in the nineteenth 
century with a popular theatrical dance could have given the sailor’s hornpipe its 
nationalist meaning. This appropriation has a grounding in fact, since the original triple­
time hornpipe was known as an English dance form, not shared with the French baroque 
(Tomko, 1997, p.l 14). The duple-time dance may have resulted from cross-fertilisation 
between northern English, Scottish and Irish country dance forms (Emmerson, 1970, 
pp. 16 -  17). Whether originally ‘English’ or ‘British’, the association with the Royal 
Navy endowed the hornpipe with a nationalist aura.
The appropriation of the hornpipe for nationalist purposes is vividly illustrated 
by a book of national dances and songs published in 1910 which seems principally to 
have been directed at leaders of projects with slum children. Nationalism suffuses the 
form and text. The first item is ‘God Save the King’, followed by a song and dance from 
each of England, Ireland, Scotland and Wales and then a ‘Union Jack Dance’ 
recommended for an Empire Day Festival. Other nations’ dances follow these. England 
is represented by the hornpipe.
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As a nation of sailors, it is but fitting that a Sailor’s Dance 
should be our prime favourite, and find the first place in 
this book.
Kimmins, 1910, p.l6 ^
It seems therefore that the Sailor’s Hornpipe in Britain had become a national myth, 
signifying national domination of the ocean.
FESTIVAL THEMES
The project for a Gilbert and Sullivan ballet placed the collaborators in a position 
where any attempt to be appropriate to the music was going to involve an exploration of 
the national myths of the late Victorian period which pervade the Gilbert and Sullivan 
works. As in ‘The Lion and the Unicom’ pavilion. Pineapple Poll offers both the staunch 
national virtues of Belaye and Britannia, and the opportunity to laugh at them -  ‘pride 
through parodie pantomime.’ Coming in Festival of Britain year, the work’s close 
observation of some of the received tmths about national character seemed strikingly 
appropriate to dance reviewers.
The humour of the ballet is not allowed to undermine the national institutions. 
Captain Belaye, representing the Royal Navy, does not become a figure of fun himself, 
it is the reactions of the women to him which are constructed as humorous. Blanche is 
tumed-out to an absurd degree, flat-footed and ungainly, and the girls of the corps de 
ballet also sometimes adopt her flexed arm position, which reflects the tumed-out feet. 
Mrs. Dimple, who is characterised earlier as a comic character, dropping her belongings 
and chattering soundlessly, is redeemed in the finale by becoming a thoroughly serious 
representation of Britannia, in spite of the presence of her umbrella.
 ^ This appears to be a paraphrase o f  the words o f  Mrs. Lily Grove in Dancing, published in 
1895 (pp. 1 2 4 -  125).
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As outlined earlier in this chapter (p.130 — 131), the national myths of the late 
Victorian period were not significantly different to those of 1951. Captain Belaye danced 
onto the national stage when the country was rearming to fight the communist threat 
made more present since the beginning of the Korean War. Young men, including 
dancers, were still required to do two years of National Service in one of the armed 
forces. Patriotic propaganda continued to be used to reinforce the national political 
resolve, and the myth of naval supremacy fits well into this cultural setting. One 
manifestation of this was the extreme popularity of the ‘Homblower’ novels of C.S. 
Forester, with the naval hero countering the threat to the nation during the Napoleonic 
Wars. Forester had published a Homblower trilogy in the 1930s, but, so well did the 
character catch the mood of the postwar decade, that he published further novels in 1945, 
1946, 1950, 1952, and 1953. In 1951, the film Captain Horatio Homblower. was 
released, with Gregory Peck in the starring role.
Belaye, Homblower, the sailors ofH.M.S. Pinafore. T.P. Cooke and his hompipe, 
are all evidence of a long chain of myth making for political purposes. When Pineapple 
Poll came to the stage in 1951, it was into a cultural context where those backward links 
to the days ‘When Britain really mled the waves’ must have been the source of both pride 
and nostalgia.
This chapter has looked at the core narrative of the South Bank Exhibition -  Land 
and People -  and at two ballets by John Cranko created in the same year. Within a 
postwar climate dominated by the Cold War and the ascendency of the USA this issue 
had particular reverberations. Notions of the national character inscribed in ‘The Lion 
and the Unicom’ pavilion made much of the political dimensions of freedom and
- 141 -
democracy as well as referring to the nostalgic rural and semi-mystical traditions of 
Deep England’, and postulating a typical, whimsical quality to the national humour. 
Within this context there are ways in which the makers of both Harlequin in April and 
Pineapple Poll — Cranko, Piper, Amell, Lancaster and Mackerras—were engaged in the 
same discourse about national identity.
Firstly, there are institutional issues which make these two works ‘national’ 
works. Cranko was working in a young but established tradition of British ballet centred 
on the company style established by Ninette de Valois and Frederick Ashton, and he was 
working in a company which was part of the national ballet organisation as theorised by 
Haskell and others.
Specific features of the works have also been shown to relate to the discourse of 
national identity as mediated in other arts, and on the South Bank. The notion of the 
land which owes something to neo-romantic thought and art is present in Harlequin in 
April and, although different from the overtly nationalistic ‘Deep England’, they have 
been shovm to have common roots. In Pineapple Poll, the juxtaposition of heroic 
national virtues with self-deprecating humour is very reminiscent of ‘The Lion and the 
Unicom’ pavilion and, in its revival of the late Victorian period of Gilbert and Sullivan, 
it is a reminder of the underlying, often hidden references to that period on the South 
Bank, particularly in its Victorian typefaces.
The case studies have also shown some of the ways in which the intrinsic forms 
of the dance works set them apart from everyday life (see Chapter One, pp.27 -  29). The 
stage-within-a-stage setting in Harlequin in April and the hompipe and airs parlants in 
Pineapple Poll are three examples of this. These forms situate the dance work within 
theatre tradition and reflect its lineage as well as its uniqueness. Looking to the past
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rather than the present or future, they typify the Arts Council’s Festival, with its 
international repertoire twinned with nostalgia for a British ‘golden age’.
Harlequin in April connects to pan-European cultural history through its 
commedia dell ’artQ characters, symbolic unicorns, and cyclical myths. In Pineapple Poll 
contemporary critics noticed Cranko’s indebtedness and perhaps extension of the demi- 
caractère genre of Massine, which may be true, since Massine’s Mam’zelle Aneot 
(1947) was currently in the repertory. He also refers to other works in the repertoire. 
The ‘Sweethearts, Wives, etc.’ fan their faces with a fluttering hand gesture which is a 
quotation from de Valois’ demi-caractère work. The Rake’s Progress, and there is a 
parody of ‘The Dance of the Little Swans’ from Swan Lake. Act II -  a factor which 
restates the international lineage of British ballet and the position of the Sadler’s Wells 
Ballet in maintaining the nineteenth century traditions.
Both Harlequin in April and Pineapple Poll, then, participate in a nostalgic, 
backward looking mood which has been found to be a pervasive cultural theme of the 
late 1940s, but which is quite different to the future-minded statement of Skylon and the 
modernisers of the South Bank. The following two chapters will turn towards the theme 
of ‘the modem’ as it was being culturally mediated in the postwar decade.
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CHAPTER FOUR: 
WHAT IS MODERN?
The symbols of ‘South Bank modem’ — the Skylon, the Dome of Discovery, the 
‘antelope’ chair, to name but a few -  bring together several concepts of ‘the modem’. 
There are aesthetic principles here which could be referred to as ‘modemist’ because they 
are expressed in the stylistic terms of the modem movement in art and architecture. The 
concept of modernity as the period of technological modernization, globalization and 
imperialism some centuries long was implicit in the Dome of Discovery, which 
underscored British technological innovation of the past and present, and also in the 
model of the Crystal Palace Exhibition of 1851, representing the industrial confidence 
of the Victorian age. Design items like the antelope chair, and the ‘Festival style’ 
hallmarks like molecule and wire stmctures (see Appendix VIII), offer ‘lifestyle modem’ 
-  a vivid sense of a break from the past in a fi-esh contemporary world of new 
commodities.
However, it will have been clear from the previous chapters that concepts o f ‘the 
modem’ were not presented in an uncompromising manner on the South Bank, but 
restrained by other aesthetic and social considerations. The South Bank encapsulated a 
condition in which the nature of ‘the modem’ was the subject of debate in the postwar 
decade. However, in theatre dance the debate was often of a complex nature dealing with 
the issues in a rather tangential manner. While visual artists and critics might debate in 
terms of issues around figurative and abstract art, for example, the aesthetic debate was 
far less clear-cut in theatre dance.
The complexities of giving a definition to ‘the modem’ in theatre dance in the
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postwar decade have to be grounded in an historical framework which includes several 
dimensions: it must include developments in ballet and modem dance in Europe and 
America in the early part of the century and then trace those traditions in Britain in the 
postwar decade, and all of this needs to be seen within a general concept of technological 
and artistic modemity. There is nothing yet existing in the literature of dance history 
which gives this kind of comprehensive context to modem dance in Britain before the 
1960s. Since such an overview would seem essential to the following argument, the first 
part of the chapter will attempt to draw all these strands together as succinctly as 
possible.
MODERNITY AS A CHOREOGRAPHIC PERIOD: AN OVERVIEW
Modernization encompassed a cluster of related changes which transformed 
European society in its most concentrated form from the eighteenth century onwards -  
demographic expansion, industrialization, and urbanization, together with the cognate 
doctrines of positivism, secularism, and rationalism. This dynamic phase of historical 
change has been named ‘modernity’ (e.g. in Berman, 1983; Giddens, 1990; Habermas, 
1985).
Towards the end of the nineteenth century certain new discoveries signalled a 
renewed and increased rate of technological advance -  the second industrial revolution. 
Cheap steel and precision manufacture enabled the production of consumer durables. The 
steam turbine, electric power, and the petroleum driven intemal combustion engine, were 
new sources of energy which would increase the efficiency of production processes and 
distribution by transport (Landes, 1969). These technologies initiated new modemizing 
trends throughout the twentieth century: the electrified city and home, the motor car and
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electrical appliances, have been central ‘objects of desire’ and contribute to that extreme 
condensation of space-time differences through remote communication, travel and speed 
of work, which is a hallmark of the experience of modemity in the twentieth century and 
which has formed the context for the modem movement in the arts.
In parallel mode, the reader of postwar British dance writing would become aware 
of a model in which ‘modem’ stands for a qualitatively better period endowed with 
attributes of ‘progress’. It is to be found in the period following the early works of 
Fokine for Diaghilev’s Ballets Russes. Diaghilev is written of as “the founder of modem 
ballet” (Franks, 1954, p. 130), and Fokine is “the father of contemporary ballet” (Haskell, 
1951a, p.88). Even more specifically, Femau Hall pinpoints the beginning of the modem 
in choreography as the Fokine/ Stravinsky work of 1911 : “the modem era really begins 
with Petrouchkd^ (1950, p.317). As a periodization then, ‘modem ballet’ refer to 
choreography of the twentieth century and particularly to works from Diaghilev’s Ballets 
Russes and later -  a period therefore beginning in around 1909. Diaghilev and Fokine are 
represented as great reformers who rescued and revivified the art of ballet and gave it a 
new beginning in the new century. The implication from this is that the modem period 
is also qualitatively better because of reforms in the art of ballet brought about in the 
early years of the century in the milieu of Diaghilev and his various collaborators.
Fokine’s ‘new ballet’ stands out against the conventions and formulas o f‘the old 
ballet’ as practised by Petipa in St. Petersburg (Fokine, 1977). His Five Principles 
(Fokine, 1983) are mainly about establishing the primacy of expression in choreography, 
and this involves research and experiment in order to discover the movements most 
appropriate to expressing the theme. Fokine’s status as choreographic reformer was
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unassailed in the decade from 1945, even though it was generally believed that his later 
works had not equalled his output under Diaghilev.
Fokine’s fifth principle is about the alliance of all the arts in ballet -  music, décor 
and choreography -  in an equal creative partnership. It was Diaghilev’s particular 
achievement to bring together some of the most significant composers and visual artists 
of the period, including leaders of the modem movement Picasso and Stravinsky, into 
cooperation with his choreographers. The balance of the collaboration is open to debate, 
but it gave ballets a new dynamic appeal to which progressive music and visual arts 
contributed. After Diaghilev, the collaborative nature of ballet was taken to be a cardinal 
principle.
Ballet is the result of a collaboration in which the 
musician, painter, and choreographer interpret a common 
subject, each one in his own medium; the closer the 
collaboration the better the result.
Haskell, 1951a, p. 59
As a result of the continued influence of Fokine and Diaghilev and as much as 
individual ballets of the modem period might differ from each other, they would usually 
have certain characteristics. As the result of the reaction from such nineteenth century 
conventions as the rambling narrative inadequately expressed in mime and 
divertissements redundant to the plot, modem ballets would be one act rather than full 
length. The ideal arrangement would be seen as one where first rate composers, visual 
artists and choreographers would collaborate, and this would necessarily mean that artists 
and composers of the modem movement would work in ballet. Fokine’s example, in 
which he set out to formulate dance material appropriate to the theme of each new work, 
rather than unreflectively to utilise enchaînements from the danse d ’école, encouraged 
a climate of experiment within the classical technique which was taken further by
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Nijinsky, Jean Bôrlin, Massine, Balanchine, and Nijinska, under the influence of 
modemist ideologies and artistic practices.
It is rare for dance writers to offer any sort of contextualisation of these cultural
changes within technological modernization. An exceptional passage comes from
George Borodin ‘ (see also pp. 183 -  185). He recognises the new stage of modemity
occurring at the tum of the century as one of increased speed arising initially from
mechanical inventions -  the motor-car, the aeroplane, and radio -  eventually
communicating to all areas of human activity including the arts.
Games grew faster....Novels and plays grew shorter and 
more concentrated. A painting was no longer judged by 
the area of its canvas but by the intensity of emotion or 
experience it compressed within its frame, however small.
By 1914 the cinema was already bringing a new standard 
to entertainment, one in which the essential alone was 
presented....artists and creators in all fields also shed their 
own particular forms of padding and unnecessary 
decoration.
It was the great distinction of the Diaghilev Ballet that 
it drew all these tendencies towards concentration and 
economy of means together to enrich the dance and raise 
it to a higher level of emotional potential.
1945, p.78
Ballet in Britain developed while the Diaghilevian conception of the short 
‘modem’ ballet was unquestioned. Even so, in the 1930s Ninette de Valois championed 
the reassessment of the nineteenth century classics, both as the basis of classical 
technique and as an essential constituent of the repertoire for a company inheriting a 
tradition (Genné, 1996, p.21). Much later she was still affirming the centrality of the 
one-act ballet to the development of contemporary choreography.
' George Borodin was the pseudonym o f a Russian surgeon, George Alexis Milkomanovich 
Milkomane, who also wrote under the names o f George Sava and Alec Redwood. The British 
Library catalogue shows that he was a prolific writer o f  novels, travel books and autobiography, all 
o f  which were published in London, suggesting that he had settled in Britain.
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The highly concentrated one-act ballet did much to 
embellish and widen choreography -  particularly in the 
sphere of modem experimental work. It is the basis of the 
English school.
de Valois, 1962, p. 7
Writing from the perspective of the successful and established British ballet, 
dance writers tended to diminish the contribution of other dance techniques to the 
distinctive quality of the modem period. Parallel with the reforming approach of Fokine 
within ballet, other dancers responded to the conditions of the early twentieth century by 
totally rejecting the balletic tradition. ‘Modem dance’ is a term which has gained general 
acceptability, and will be used here to indicate those techniques of dance performance 
which were developed for expressive purposes in opposition to balletic technique in 
America and Central Europe, their main developments being during the 1920s and 30s.
There was a common agenda for both the reforming artists within ballet and for 
the opposing dance forms, in that advancing the expressiveness of the human body was 
an important principle. All were working in the wake of early pioneers, particularly 
Isadora Duncan (1877-1927) whose dances epitomized this principle in a highly 
theatrical way. It would be wrong, however, to see Duncan as the prime innovator of this 
approach. She drew on a late nineteenth century culture which proposed the ‘natural’ 
link between an emotion and its bodily expression, popularised in Europe and America 
through the gestural theory, or ‘science of expression’, of François Delsarte. Another 
major influence was the musical-rhythmic training instituted by Dalcroze (Lloyd, 1974, 
p.8; Thomas, 1995, pp.48-50). To the dancers of the ‘modem’ movement in Europe and 
America these theories directly aided the formulation of new principles and techniques 
of dance expression.
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By 1930, European modem dance was highly organized in Germany, both as an 
amateur and professional activity. Much of that development stemmed from the work 
of the movement theorist Rudolf Laban. There was a network of certificated ‘Laban- 
schools’ directed by his former students. The most important centres for professional 
theatre training in modem dance were headed by his one-time students Kurt Jooss and 
Sigurd Leeder, in Essen, and Mary Wigman in Dresden. Laban was beginning a high- 
profile but controversial period as Opera House balletmaster in Berlin. Modem dance 
choreography was seen in amateur movement choirs and professional chamber dance 
groups (Preston-Dunlop, 1998b). Another European stronghold of modem dance was in 
Vienna where the Wiesenthal sisters and Gertmd Bodenwieser developed a style which 
was more lyrical, and less austere than that in Germany.
At the same time the dancers who would be seen as the key figures in American 
modem dance, Martha Graham, Doris Humphrey and Charles Weidman, had only 
recently begun to develop their individual work, constmcted within their awareness of 
contemporary American life.
American modem dance received an impetus from visiting European dancers, 
(Partsch-Bergsohn, 1994), in particular from the three performing tours of Mary 
Wigman, and the setting up of a Wigman school in New York in 1931 by Wigman’s 
associate Hanya Holm. This initial interest and admiration of European modem dancers, 
in particular of Wigman was undermined by dance writing and dance works which aimed 
to constmct modem dance as indigenously American and the outcry against the German 
dancers’ acquiescence under National Socialism from members of the strong American 
left-wing dance grouping (Manning, 1993, pp.255—285). In 1936 the name of the New 
York Wigman school was changed to the Hanya Holm Studio, its training having already
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evolved into one more representative of what was happening elsewhere in American 
dance.
If the pre-condition for the development of modem dance is the emergence of 
dancers who, like Duncan, explored the body’s innate possibilities for expressive 
movement, then certainly Britain had its own dance movement of this kind. These 
pioneers had much in common with Duncan, in particular the influence of Greek 
sculpture in the search for organic and harmonious movement forms (Layson, 1987), but 
they differed firom Duncan in that, although they worked in the theatre and their styles 
had a certain vogue before the full development of British ballet was evident, they 
willingly and effectively tumed their efforts towards education. They codified their ideas 
and established long-lasting schools.
British dance in the first decades of the twentieth century was characterised by 
the inception of national organizations for the improvement of dance teaching, social and 
theatrical, through standardised syllabi. The pioneers of early modem dance joined this 
development. In the mid-twenties, ‘Natural Movement’, pioneered by Madge Atkinson, 
became available for examination under the Imperial Society of Teachers of Dancing. 
Also in the twenties. Ruby Ginner’ s ‘ Revived Greek Dance’ was established with its own 
teachers’ association, and this was absorbed into the Imperial Society in 1951. Another 
pioneer, Margaret Morris, developed a movement style which echoed the lines and angles 
of the contemporary Art Deco. She too devoted herself to establishing a nation wide 
system through which Margaret Morris Movement (MMM) could be taught (see also 
Chapter Three, pp.97 -  98). Codification and the creation of organizations for efficient
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transmission have given the work of these pioneers a remarkable longevity to this day in 
the movement education of the country, but they have not given rise to an indigenous 
school of modem dance in the theatre.
There could have been a different outcome. The early choreography of Ninette 
de Valois displays a strong influence of both the Greek-inspired British pioneers and, for 
example in Rout (1927) and Job (1931), of the Central European school of modem 
dance. It is hard to account for the latter influence, which was seen in de Valois’ work 
as early as 1926, before European modem dancers had performed in Britain. 
Subsequently, Mary Wigman and Gertmd Bodenwieser both performed in London, in 
1928 and 1929 respectively. It does, however, highlight the degree to which de Valois’ 
choreographic influences in the ballet world -  principally Massine and Nijinska -  had 
themselves been influenced by European modem dance (Genné, 1996, pp.39-42).
It seems, then, that there was a period when a choreographic fusion was achieved, 
combining modem ballet and modem dance. However, during the 1930s de Valois 
developed the Vic-Wells Ballet as a company with a tradition based on the classical 
repertoire, and modem dance became a foreign import and an opposing force. This 
polarisation is reflected in the conceptualizations of dance modemity written in the 
postwar period.
The two systems were separated by ideology as well as movement vocabulary.
It was in the tradition of modem dance to take on social and political themes, a notion 
involving not only ideology but concepts of form, since modem dancers rejected the 
idealization of the body inherent in ballet in order to express what they saw as the 
realities of life. Here also was a crystallization of the widely differing philosophies of 
ballet and modem dance. On the brink of the war one writer put it like this:
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The art of dancing to-day, however, as expressed by the 
so-called Modems uses this divine instrument [the art of 
dancing] as a means of propaganda, a means of furthering 
the discords which all too unfortunately exist in the world, 
instead of seeking to bring harmony through the emphasis 
on simplicity, universally accepted standard of beauty 
[sic].
Chalif, 1939, p.628
Britain’s participation in modem dance activity in the 1930s was almost wholly 
derived from the Central European strand of modem dance. Leslie Burrowes (Goosens, 
following her marriage), who trained at the Wigman studio, is considered to be the first 
modem dancer to open a studio in London, in 1932. Other students of Laban, Wigman, 
and Bodenwieser began to teach or perform in this country in the thirties (Rutherston, 
1934, p.313; Hodgson and Preston-Dunlop, 1990,p.77). In 1934 Kurt Jooss, as a refugee 
from nazism and following the intemational success of his anti-war work The Green 
Table (1932), was provided with a base for his company and school at Dartington Hall 
in Devon, under the patronage of Leonard and Dorothy Elmhirst. In 1938 Rudolf Laban 
also arrived at Dartington, having occupied high office in Goebbels’ ministry of culture 
until 1936.
In comparison to this, influences from American modem dance in the thirties 
were minimal. Margaret Barr had a mixed British/American parentage and spent much 
of her schooldays in the USA. In the 1920s she studied dance at the Comish School in 
Seattle, at the Denishawn School with Martha Graham’s sister Geordie, and finally with 
Graham herself in New York in 1928. This was the period when Graham was just 
beginning to formulate her own austere style, having left Denishawn.
Coming to England, Barr was invited to establish a school and her Dance-Drama 
Group at Dartington Hall from 1930 to 1934. The arrival of Jooss at Dartington seems
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to have forced her out of this important patronage, and she moved to London. Like many 
of the American dancers in the thirties she produced work which revealed her left-wing 
commitment in titles such as Collierv (1933) and Means Test (1937). (Hall, p., 1950, 
pp. 140 -142). As a pacifist, Barr left Britain shortly before the outbreak of World War 
n, subsequently living and working in New Zealand and Australia (Lester, 1997).
Another American modem choreographer, Charles Weidman, choreographed for 
the London review Lonelv Hearts (1935) in which Robert Helpmann performed, and 
which is said to have influenced his choreographic style in Miracle in the Gorbals (Sorley 
Walker, 1957, p.20). A photograph of him in the ballet. Stop Press, performed in bare 
feet and in a simple trouser-and-top costume, certainly calls to mind both Weidman, and 
Helpmann’s character of The Stranger in Miracle in the Gorbals (1944; see also pp. 176 
-  177). Although there could clearly be more research done on this link, it does appear 
to be another example of ballet’s appropriation of modem dance idioms.
By 1945 the only modem dancers to have made any significant impact in Britain 
were Ballets Jooss. Whereas before the war the company was touring intemationally for 
part of the year and resident at Dartington for the other, from 1943 to 1945 Ballets Jooss 
was touring Britain exclusively for eleven months of the year, and made a visible 
contribution to the war effort under the direction of CEMA.
To the ballet audience the Jooss repertoire was in some ways accessible in terms 
of ballet. Although stage settings for the Ballets Jooss were generally quite minimal, 
costumes were often theatrically striking. He made ensemble works, whereas the solo or 
duo recital format, tending towards repetitiveness and austerity, was the traditional one 
for modem dancers. Since the late twenties Jooss had begun to recogmse the worth of 
ballet technique and had selectively incorporated some aspects into his choreography and
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teaching. He did not practise the more challenging tendencies within Ausdruckstanz 
such as the ideal of the ‘absolute dance’ standing alone without music, or the abstraction 
of dance to pure form, thus avoiding association with “the brutal and degenerate form” 
of modem dance associated with Germanic aggression (de Basil in Haskell, 1940a, 
p.63).
By 1945, Jooss’ profile was such that a number of British dance writers of the 
post-war period found it necessary to assess Jooss alongside other British companies 
although critical opinion on the work was mixed. The perception of Jooss as occupying 
a grey area between modem dance and ballet elicited some criticism that his use of ballet 
technique revealed a lack of tme understanding (Hall, F.,1950, pp.137-138; Sitter Out, 
1945, pp.482 -  483). On the other hand, it enabled some writers (e.g. Coton, 1946; 
Lynham, 1947; Storey, 1948) to place him in the continuum of great ballet reformers.
The position in 1945, then, was that there was an active concept, often polarized 
by the different perspectives of ballet and modem dance, of ‘the modem’ as a period of 
progress, established by choreographers of the first half of the centuiy. The question now 
was, how could this concept, which was essentially pre-war and retrospective, be taken 
forward into the second half of the century?
THE POSTWAR CHALLENGE FOR ‘ THE MODERN’
Since dance writing in the postwar years was still dominated by critics who had 
formed their opinions in the twenties and thirties, the accepted paradigm of the modem 
repertoire with its Diaghilev/Fokine aesthetic is expressed very strongly in dance writing 
from 1945 -  55 although it was gradually coming under attack. The revived nineteenth 
century classics, the antithesis of the ‘modem’ ballet, began to assume an increasingly
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important and popular place in the postwar repertoire. The influence of this form could 
be seen in contemporary works: Frederick Ashton resurrected the full-length, story-ballet 
beginning with Cinderella (1948). and continuing in the 1950s with Sylvia, and Ondine. 
To some critics this was a worrying development: some, for example Femau Hall, 
rejected the new classicism totally. George Borodin discusses it as a generational 
difference, with the young questioning the validity of the Diaghilev inheritance (1955, 
pp.72 -  74).
The revaluation of the classical technique itself, coming from Ashton (Symphonic 
Variations. 1946; Scènes de Ballet. 1948) and the American works of George 
Balanchine, which became available to British audiences after the war, further challenged 
the Fokine paradigm. Ballet du Marquis de Cuevas showed Balanchine’s Concerto 
Barocco in 1948 and the first London seasons of Balanchine’s New York City Ballet in 
1950 and 1952 caused controversy. In some senses the debate over these neo-classical 
works might be said to resemble that within visual arts over abstraction, and yet the term 
‘abstract ballet’ was generally recognised, even by its detractors, to be inaccurate where 
there were real human forms in movement. On the other hand, plotless works were still 
accused of failing to convey real humanity: ‘glacial’ and ‘meaningless’ were frequently 
used terms.
Symphonic Variations, although plotless by the the time it got to the stage, had 
been pared down by Ashton from a scenario of neo-romantic spirituality and continued 
to communicate that warmth to audiences. Scènes de ballet, however, had pattems 
worked out with strict geometrical precision, and had much less success. In 1952, 
Richard Buckle’s journal. Ballet, carried a series of articles in support of the Balanchine 
works. In one of these, A. V. Coton argued towards a separation of the term ‘classical’,
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as used for Balanchine’s plotless works, from its association with the nineteenth century
‘classics’, since it was being used as a tool of contemporary ballet-making:
he has a clearer definition of ‘classic’ or ‘classical’ in 
mind than most of us; to him it means the technical 
apparatus with which he works in creating ballets o f  
today, and which he is developing and extending all the 
time.
Coton, 1952, p. 18
Critics of the postwar decade do not get closer than this in defining the neo-classical as 
an aspect of ‘the modem’ in theatre dance. The implicit problem, and the major 
complexity of ballet modemity, is that the neo-classicism of the 1940s and 1950s was 
both a retum to nineteenth century roots and a response to modemist formalism.
A retrospective view shows that a change to what was consciously ascribed the 
value of ‘modem’ in ballet was under way, but that change would not be completed or 
universally acknowledged during the postwar decade. In 1955 Clive Bames, a critic of 
the postwar generation, was still writing that his ideal ballet would have the artistic unity 
of a Diaghilev production ( 1955, p. 13 8), but by 1961 he was prepared to state boldly that 
the theory of collaboration is “one of the Diaghilev heresies” (Bames, Coton and 
Jackson, 1961, p. 138), identifying dance material and theme as the essential and defining 
components of ballet, with music and décor only being important in their relationship to 
the choreography. By 1961 Bames could define the new complexion of modem ballet 
as something drawing equally on ballet modemity and classicism -  combining “the 
expressiveness of Fokine vrith the plastic and musical inventiveness of Petipa” (Bames, 
Coton and Jackson, 1961, p. 141 ). The retrospective view shows that this trend was being 
established in choreography during the postwar decade, but that there was some critical 
opposition to its acceptance.
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While the agenda for some ballet choreographers was to make their classical 
technique, developed over centuries, into a vehicle for late twentieth century modemity, 
the challenge facing the representatives of European modem dance in Britain was of a 
different and wide-ranging sort -  to put down permanent roots. In 1945 this did not seem 
impossible. Most significantly. Ballets Jooss was still touring nationally with CEMA 
support. Jooss’s teacher Rudolf Laban was now based in Manchester, working with a 
former teacher from the Jooss-Leeder School, Lisa Ullmann. There were other 
independent dancers including the Wigman-trained Leslie Burrowes and Emest and Lotte 
Berk but, as will be seen, the situation ten years later, in 1955, was that modem dance in 
Britain was still a struggling genre. A number of studios were in existence, meeting with 
varying success, but attempts to set up permanent stmctures staging British modem 
dance choreography had failed or were faltering.
Until 1947, Ballets Jooss continued to be associated with the Arts Council, but 
the loss of its subsidy made it inevitable that the company would cease to be viable 
(White, 1975, p. 152).  ^ However, a result of this dispersal was that Jooss’ long-time 
collaborator, Sigurd Leeder, opened a studio in London. This was an encouraging move 
for modem dance, since Leeder had an intemational reputation as the chief pedagogue 
of the Jooss-Leeder method, and the pre-war school had been rather isolated at 
Dartington Hall.
The London studio attracted intemational students, but for the British graduates 
there was no modem dance company stmcture to move on to. Dance composition
2 It has not been possible to locate any information on what this subsidy amounted to. The 
name o f  Ballets Jooss does not appear in the accounts in Annual Reports, nor is the company named 
in the list o f  subsidies provided to Parliament (see Appendix III), nor is there a file on Ballets Jooss 
in the Arts Council deposit at the NRCD.
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classes had an important place in the curriculum (Winearls, 1957, p.395) and the Sigurd 
Leeder Studio Group gave choreographic evenings of work by staff and students, but 
these were school-centred rather than fully theatrical or professional events. The Sigurd 
Leeder Studio swelled the number of dancers trained in modem dance in the postwar 
decade, but there was no evident strategy for development of its choreographic work into 
the professional sphere. For Jooss-Leeder dancers in Britain, including previous members 
of Ballets Jooss as well as new graduates, it was necessary to make individual efforts to 
put work before the public. The solo recital format was not a popular genre in Britain, 
part of the reason being the dominance of the Diaghilevian collaborative paradigm: a 
dance work without décor could not really be taken seriously.
Another kind of individual effort came from the former Jooss dancer Antoinette 
Wijnberg, who formed The New-Ballet Company with Patrick Harvey, formerly a 
musician at Dartington. The company existed for only a few weeks in 1952 with an 
eclectic repertoire of works by former Ballet Rambert choreographers Frank Staff and 
Walter Gore, alongside Sigurd Feeder’s Storv of a Man. This was a bold effort to reduce 
the perceived distance between ballet and modem dance choreography.
Diminishing the barriers in this way could be partly seen as a response to the 
openness to balletic style within the Jooss idiom, which had so far been the only way in 
which modem dance had approached public acceptance in Britain. Another experiment 
of this kind was instituted in 1946 when the Wigman-trained dancer, Emest Berk, joined 
forces with a ballet teacher and choreographer, Nesta Brooking, to create a company 
called Dance Theatre. For this company Berk made a work which was entered in the 
competition of the Archives Intemationales de la Danse in 1947, and received a special 
award. Trilustrum was about three periods in the life of a British family -  before during
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and after World War II. The dance critic Femau Hall, who has to be seen as a partisan
witness since he performed with Dance Theatre himself, writes that Berk was able to
create a new style, organically fused from the modem and classical techniques.
The classical technique provided (among other things) 
clarity of line, a steady tip-toe balance, a wide variety of 
multiple tums, and poise and ballon in leaps. The 
Wigman technique contributed a continuous graduation of 
tension, waves of movement, fluidity of phrasing, an 
accurately controlled counterpoint of movements of the 
various limbs, and so on.
1950, p. 148
Following the competition, the company completed a short booking in London 
and an Arts Council booking in Manchester before disbanding for financial reasons. The 
programme which the company presented showed this convergence between the two 
techniques, not only through Berk’s Trilustrum in his new style, but also by including 
pieces from the modem dance recital repertoire of Emest Berk and his wife Lotte, a ballet 
by Nesta Brooking, and a lecture demonstration on the training of a ballet dancer, 
including “Excerpts from ballets ranging from the purely classical to the impressionist 
technique of today.” (Dance Theatre Programme, 7 July, 1947) It was the intention 
during the period when the company was active, to offer an open course in dance 
composition (Berk, 1947, p. 197), although it is not clear to what extent this came about. 
After the failure of this company. Berk continued to teach and dance in recitals, in a duo 
with his w ife, and also as a soloist.
Two dancers who practised the more accessible Viennese style of Gertrud 
Bodenwieser, contrived to work frequently on Arts Council small-scale tours. Evelyn 
Ippen and Bettina Vemon, who had been students of Gertrud Bodenwieser in Vienna and 
members of her company in Australia before performing as a duo named Ballet for Two,
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based themselves in Europe from 1947 (Graybum, 1990, pp.23 -  27). Their light and 
varied repertoire and flowing style, danced to Strauss, Dvorak, Schubert and Brahms, 
proved successful for small-scale touring, especially with the exotic title ‘Dancers from 
Vienna’. This is another case where it can be seen that modem dance in Britain needed 
to reconcile anything radical in technique by an alliance with an older, and more 
comfortable, tradition.
Meanwhile, Rudolf Laban, the central figure in European modem dance, was 
working in Manchester. This strand of the narrative provides the background to a 
choreographic case study in this chapter, and consequently contains more detail. By 
1945 Rudolf Laban was already in his mid-sixties and had not been involved in theatrical 
choreography since the early 1930s in Germany. The Art of Movement Studio was set 
up in Manchester in 1946, under the direction of Lisa Ullmann, but with Laban taking 
an active part, and developing the various aspects of his movement theory, including 
industrial movement studies, his dance notation system, and movement for actors. As 
during the war, Laban and Ullmann continued to be engaged in the development of dance 
as a creative school discipline -  Modem Educational Dance -  receiving Ministry of 
Education approval and beginning to recruit courses specifically designed for 
schoolteachers from 1948.
The original idea behind the Studio was a multi-disciplinaiy one. Students might 
take the training there for a variety of reasons -  for the stage, therapy, teaching, or for 
movement analysis work -  but as time went on, courses for schoolteachers came to 
engulf any serious intention there was to train for the stage. Valerie Preston-Dunlop, who 
was a student there between 1946 and 1950, believes that this was obvious by 1949 
(1998b, p.257). This can be seen partly as a financial necessity, since teacher training
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attracted grant-aided students, and only this could provide a secure base from which 
Laban could develop his other work. It was also perhaps directed by the fact that the 
people most attracted to Ullmann and Laban, and offering most encouragement and 
support, were individuals in the education establishment who saw the development of 
Modem Educational Dance as a component of the reconstruction and expansion in 
education which was a part of welfare state thought (Willson, 1997, p.2). A further 
component was that there was already some modem dance being taught in drama and 
physical education colleges, pioneered by teachers trained in Germany in the thirties. 
Recognising the inadequacy of Studio theatre training, Laban made some efforts to 
found a London branch for this purpose, but nothing came of this (Preston-Dunlop, 
1998b, p.257).
There is no evidence that either Laban or Ullmann considered how the conditions 
for theatre dance might be different in postwar Britain, as opposed to pre-war Germany. 
Ullmann’s previous experience with Ballets Jooss was as a non-performing teacher. 
Although it can be assumed that she brought with her some knowledge of the Jooss style 
and training, and there is anecdotal evidence that she introduced some of this into her 
body training classes, particularly the barre exercises (Lamb, interview; Preston-Dunlop, 
interview), other anecdotal evidence and the preserved timetables in the archives 
(NRCD: LU, Box 037, Fol. 01, item 5) suggest that consistency of training must have 
lapsed after a few years as she began to hand the first class of the day -  the body training 
class — over to others without her background.
The notion of the dancer’s expertise as being within a recognised and 
standardised vocabulary of dance movements was alien to Laban’s concept, which 
emphasised the dancer’s deep knowledge of the communicative subtleties of space
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harmony (choreutics) and the dynamic qualities of movement (eukinetics), the two major 
areas of his theoretical research. (These concepts are further expanded on pages 202 -  
204.) This knowledge offers the potential expansion of the movement possibilities of the 
dancer and choreographer, if the body as an instrument is trained to a degree which can 
make use of this advantage. The curriculum at the Art of Movement Studio had its 
emphasis on other areas of the dancer’s knowledge, and it would appear that the 
instrumental training of the dancer’s body was not an issue given comparable attention.
Nevertheless, a prospectus from the late 1940s (undated) offers a “three-year full­
time Course for Stage Dancing”, students being offered performing experience through 
the professional company attached to the Studio, directed by Hettie Loman (NRCD: LU, 
Box 037, Fol. 01, item 4). Following acting experience, including some with the 
politically radical Theatre Union, forerunner of Theatre Workshop (see below), Hettie 
Loman began to study systematically with Laban from 1945, and was a member of the 
Studio staff from 1948 to 1950. Within the Studio she began to acquire a reputation for 
choreography, and was able to draw a performing group around her which eventually 
adopted the name of the British Dance Theatre. It is clear that, for a while, this group 
was seen as an essential component of Studio activities and was financed by the Studio. 
Encouraged by this, Laban hoped to set up a larger professional group, or enlarge the 
existing company, for a tour for the Festival of Britain, which would be “an artistic 
spectacle characterising the development of this new art in the spirit of this country”, but 
it is not clear why this project came to nothing (NRCD: LU, Box 037, Fol. 01, item 2b, 
p. 1 ). However, in the Summer of 1950, Laban decided that the British Dance Theatre
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was no longer financially viable. The company then split off as an independent, 
professional dance company based in London, also opening a school, the Dance Theatre 
Studio.
At the same time Laban’s influence could be seen in drama. During the late 
1940s there was contact in Manchester between Laban and the avant-garde theatre 
company. Theatre Workshop. Joan Littlewood had been impressed with Laban’s theories 
since the early thirties when Laban work was already being taught in drama colleges 
(Littlewood, 1994, p.69). Movement became an essential element in the company’s 
production style, not only being employed as a daily training for the actors, but as a 
creative technique and as an expressive structure within their plays. Uranium 235 
(MacColl, 1946) was a response to the knowledge of Hiroshima and the possibility of 
nuclear war, with an ‘atomic ballet’ illustrating nuclear fission. The Other Animals 
(MacColl, 1948), explored the thoughts of a political prisoner, facing torture and solitary 
confinement. Femau Hall cited these two in the context of the occasional British plays 
and operas showing the influence of dance integrated into the production (1950, pp. 301 
-  307). The national profile of Theatre Workshop increased after finding a base at the 
Theatre Royal, Stratford East, East London, in 1953, but in the later fifties, with 
increasing emphasis on West End transfers, new playwrights and a less integrated 
ensemble, the consistency of the Laban-based training lapsed (Goomey, 1981, p. 163).
The British Dance Theatre ftilfilled a number of one week or two week runs 
during 1950 and 1951. There was even a television transmission on 18 September 1950 
(Rowson Davis, 1996, pp. 45 -  50), but after the Summer of 1951 bookings clearly 
became harder to get, and it was probably around this time that the company ceased to 
be viable on a fully professional basis, although there were occasional performances in
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London, and classes continued to be given at the studio. Warren Lamb, a dancer and 
business manager with the company, believes that theatre managements felt that the 
repertoire, which was all choreographed by Loman, needed more variety (Lamb, letter, 
1 August 1997). Criticism from the dance press generally focussed upon the gloomy 
subject-matter (Hall, J., 1951, p.29) and a limited movement vocabulary (Sitter Out, 
1951c, p.702). One of the works in the repertoire of the British Dance Theatre is the 
subject of a case study in this chapter.
In an effort to establish a supportive organization for all modem dancers, Hettie 
Loman and her colleague in the British Dance Theatre, Sally Archbutt, set up the 
Contemporary Dance Theatre Centre at Toynbee Hall in 1954. Toynbee Hall had been 
founded as the first university settlement in East London in 1884, and had long been the 
centre for experimental social work, and the proposition that the school might benefit the 
community must have been attractive to the authorities (Kenny, interview). The theatre 
had been the home of Antony Tudor’s London Ballet (193 8 -1939), and it had also been 
the base for the Demeter Society, founded by Jane Winearls in 1934, putting on 
performances by modem dancers, and still apparently active as a ballet club in the 
postwar period (Wilson, 1948, p. 158). The intention behind the Contemporary Dance 
Theatre Centre was to provide a platform for modem dance from Britain and abroad. 
During 1954 there were nine performances but after this the momentum slowed, mainly 
as a result of losing the special relationship which had been built up with the Warden, 
who then left the position (Archbutt, interview). The performances of the Contemporary 
Dance Theatre Centre in 1954 are detailed in Appendix X, together with notes on the 
performers, which convey something of the training and careers of modem dancers at this 
time. There was also an approach made in 1954 to try to re-associate the company with
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the Art of Movement Studio (Willson, 1997, p.57) which had moved to Addlestone, 
Surrey, in 1953, but this came to nothing.
The Contemporary Dance Theatre Centre was undoubtedly a scheme of potential, 
but which failed to achieve any noticeable results after 1954. Some of the original 
objectives, for a choreographic competition, for lectures, and to stimulate collaboration 
between the arts, were not achieved and may not have been attempted. The British Dance 
Theatre continued for a number of years as a non-professional group, fuelled only by the 
determination of Loman and Archbutt.
For British modem dance, 1954 can be judged as a significant year on a number 
of accounts. It saw the heroic attempts of Loman and Archbutt to give British modem 
dance a home, but it also saw the first, and highly controversial, London season of the 
Martha Graham Dance Company from America. Lack of public interest and some 
caustic critical writing made this a painful experience for Graham, and one which might 
have seemed to doom the project of modem dance in Britain. In 1954 and 1955, the 
Contemporary Dance Theatre Centre presented Eleanor King, an American modem 
dancer and choreographer who had performed in the company of Graham’s 
contemporaries Doris Humphrey and Charles Weidman. Her London performances did 
not create much of a stir.
From a different perspective, it is possible to see 1954 as a significant moment 
which set a course for a change in British attitudes to modem dance. Graham’s season 
stimulated some brilliant and persuasive writing from Graham’s supporters (e.g. Buckle, 
1954; Coton, 1954b; Williams and Bames, 1954), which may well have begun to 
successfully challenge the perceptions of the traditionalists. Events were in train which 
would lead to the successful importation of American modem dance into Britain in the
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1960s at the expense of the less vigorous British/European variety.
How could that lack of vigour be explained? Several contributory factors can be 
suggested. Firstly, modem dance in Britain had no obvious base in class, political, or 
intellectual interest such as that to which American modem dance allied itself in the 
1930s. Consequently there were no patrons, apologists, or publications dedicated to 
promoting it in the postwar decade. Even supporters like A. V. Coton felt it necessary to 
maintain critical rigor against the “cranks, phonies and self-idolaters” of modem dance 
(1954a, p.379). Another aspect of the isolation of postwar modem dance was a failure 
to make alliances across art forms. Successful twentieth century movements in both 
ballet and modem dance had typically worked with visual artists and composers who 
were in the swim of current trends and often artistic leaders. No such interests can be 
seen in the work of postwar modem dance choreographers in Britain, or indeed it may 
be that what they were doing was not sufficiently interesting to other artists, as Warren 
Lamb has suggested in relation to the work of the British Dance Theatre (Lamb, 
interview).
Two other tendencies from early modem dance in Britain which continued after 
1945 worked against modem dance as a vigorous theatre technique. The movement 
towards integration and absorption within the ballet establishment, evident from de 
Valois’ work in the 1920s, can still be seen in the attempts at integrated ballet/modem 
dance companies in the postwar decade. The tendency of the Greek-inspired pioneers 
to become institutionalised as an adjunct to the education of the child and the adult 
amateur was continued in the postwar period with the establishment of Modem 
Educational Dance. The natural home for modem dance choreographers became the
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teacher training college and drama school. These factors constituted restraints upon the 
avant garde potential of modem dance as it was originally conceived.
In the light of the discussion in Chapter Three around notions of British identity 
in theatre dance, the whole nationality issue as it arises in modem dance cannot be 
ignored. In the 1930s, modem dance in both America and Germany was imprinted with 
different national virtues: in America, expansiveness and freedom; in Germany, modem 
dance became a component of Deutscher Tanz, embodying the Third Reich’s ideologies 
of racial hygiene, community, and leadership. Clearly, considering the naming of the 
British Dance Theatre, and the comments about the proposed dance group for the Festival 
of Britain (see p. 163) the dance émigrés and their British pupils knew that national 
identity was an issue. Although it is has not been possible to obtain firm evidence on 
this, there have been some suggestions that there was an undercurrent of postwar anti- 
German feeling which influenced the acceptance of modem dance, whereas, “Ballet, and 
opera, became symbols of recovery.” (Preston-Dunlop, 1998b, p.246) Perceptions of 
some of the British modem dancers of this generation equate intensity of purpose and an 
earth-bound character to the movement as being particularly indicative of this Germanic 
quality which seemed very old-fashioned to them (Lamb, interview). However, it would 
appear that moving away from these influences was also to be a problem. In the video 
appendix Lamb frequently emphasises the grounded and earthy qualities of the 
movement style in Once I Had Laughter.
On an organizational level, it was generally understood that the creation of 
professional dance schools, dance companies, and choreographers needed to go hand-in- 
hand, but this was never achieved with a high enough standard in each component, or 
with a great enough longevity or consistency. It was at the Leeder Studio where the
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training was of the most professional theatrical standard. Had the attempt been made 
from that organization to begin a professional company it might have had a chance of 
success. Nevertheless, although the efforts of modem dancers to act together to create 
lasting organizations for modem dance choreography can be said to have failed, it cannot 
be denied that European modem dance did maintain a presence in Britain in this interim 
period before American modem dance was established in Britain in the 1960s. This was 
not only within educational establishments. Loman, Berk and others continued to make 
work and receive a little attention from the dance press during the remaining years of the 
decade and beyond. The relationship between this holding action and the success of 
American modem dance in the 1960s has yet to be the subject of any historical research, 
but clearly offers the potential for a new understanding of Britain’s connection with 
modem dance.
This chapter has identified three genres of ‘the modem’ in British theatre dance 
in the postwar decade, although they are not always clearly articulated in contemporary 
writing. There was modem dance coming from European and American roots, and two 
concepts of modem ballet, the pre-war Diaghilevian paradigm and the new neo- 
classicism. However, there are other issues around modernity in dance which had less 
to do with the genres themselves and more to do with the way their choreographers 
situated themselves in relation to the issues of the postwar world.
WHAT IS MODERN? BEING RADICAL?
In 1956, David Vaughan, a British dancer who had been in America for five 
years, wrote a series of articles for Dance and Dancers, in which he explained the dance 
scene in America and then presented his reactions to British dance on his retum (1956
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a — e). As well as having a scholarship at the School of American Ballet, he had become 
involved with the next generation of American modem dancers who were challenging 
the aesthetics of the Graham generation.
His reaction when faced with the British scene after five years away was to
notice the absence of an avant garde both in ballet and in modem dance. An evening
of the British Dance Theatre at Toynbee Hall, he observed:
was almost completely barren of ideas, whether in 
movement, subject matter or presentation. An air of fusty 
eamestness pervaded this whole occasion.
1956e, p. 13
Vaughan indicates that the purpose of an avant garde “is to shatter the 
complacency of the Establishment”, and he points out the essential feature of an avant 
garde which enables it to do this: it is constantly being renewed by experimentation 
(1956e, p.l3).
Vaughan’s article usefully highlights the place of innovation and ‘the shock of 
the new’ within modernity and the modem arts, but within a cultural ethos which was 
resistant to radical dance, this would be by no means easy. When Martha Graham gave 
her first season in London in 1954 -  London’s first view of a modem dance company 
fi-om America -  audiences were not curious enough to attend in satisfactory numbers, 
and dance critics of the older generation failed to comprehend the radical nature of her 
technique.
Arm and leg positions are deliberately distorted, steps 
often begin with the working foot (toe upwards) thrust 
forward, and there is much use of staccato pelvic tilts, 
constricted thorax and abdomen, and rolling on the floor.
There is little continuity, no flow, and often one phrase of 
movement appears unrelated to the next.
Beaumont, 1954, p.8
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There is no evidence that Beaumont can appreciate the connection between the 
movement, so accurately observed here, and Graham’s expressive intention.
Where could a choreographic avant garde form in Britain, and where could 
experiment be expected to occur? Some of the reasons why the modem dancers failed 
to form an avant garde have already been discussed. The necessity to take positive steps 
to encourage new choreography had been recognised in more mainstream dance 
institutions. Of the platform organizations founded for this purpose, the most successful 
was Ballet Workshop, an off-shoot of Ballet Rambert, which between 1951 and 1955, 
produced a programme of new works for two or three Sundays every month during the 
season. During that time over seventy works were presented. It was also begging 
comparison with the original Ballet Club which nurtured the first generation of British 
choreographers, because it was also based at the Mercury Theatre. Although Ballet 
Workshop has frequently been recognised as a prominent component of dance culture in 
the early 1950s, a detailed historical analysis has not been undertaken before now. In 
order to answer questions about the possibility of its nurturing an avant garde, a detailed 
survey of every one of its productions has been undertaken for this project.
Was Ballet Workshop really experimental? Two of the distinct trends which 
emerge are that there was an interest in setting ballets to songs, and to speech. Neither 
of these could be considered radical, since the Ballet Workshop choreographers would 
have been aware that song had been already used to great effect by Tudor in Dark 
Elegies ( 1937) and in Ashton’s Illuminations (1950), and speech, although more 
unusual, had already been used dramatically in Walter Gore s Confessional (1941). 
What is more, within the context of the Mercury Theatre, with its association with 
Christopher Fry’s verse dramas, dance and the spoken word might seem to be natural
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allies. These sets of works are few in relation to the whole however but what should be 
taken more in to account is that, this was an exploratory trend for some of the most 
accomplished of Ballet Workshop’s choreographers -  Walter Gore, Michael Holmes, 
Michael Chamley and Peter Darrell (see Appendix XI).
The most experimental of the works with spoken word was The Tell-Tale Heart 
(Darrell, 1952), which was choreographed movement to music, combined with the 
spoken text of the gruesome story of the same title by Edgar Allan Poe. Most of Peter 
Darrell’s other works for Ballet Workshop utilized the classical technique within a 
conventional theme and form, although he would get a reputation for a much more 
adventurous approach in the late fifies. The co-director of Ballet Workshop, David Ellis 
(interview, 1998), has recently indicated that much of the inspiration behind The Tell- 
Tale Heart can be attributed to Kenneth MacMillan, who was credited as designer under 
the pseudonym Kenneth Aadams [sic]. This was before he had attempted any 
choreography in his own right (see Chapter Five, p.226).
Ballet Workshop introduced modem dance to its audience. Sundown (1952),
choreographed by an American, Bert Stimmel, was a lyrical modem dance:
full of contractions and floor movements and hinting at all 
the latent strength of this bold, free technique.
 ^‘Ballet Workshop’, 1952, p.22
The former Jooss dancer Michael Chamley choreographed several works for Ballet 
Workshop which showed the influence of his Jooss-Leeder training, and this provided 
opportunities for his work to get a wider audience in the repertoire of Ballet Rambert and 
Festival Ballet (see Chapter Five, pp.233 -  251).
3 Unattributed articles are included as title entries in the main alphabetical sequence in the 
bibliography.
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Ballet Workshop productions often questioned the conventions of the art form. 
Jack Carter produced a series of satirical works including L’Homme et sa vie (1951) 
which poked fim at the “acrobatic and existentialist trend of French ballet” (Manchester, 
1952, p. 110). His most experimental work for Ballet Workshop would probably be 
Ouverture (1952; later produced by Ballet Rambert as Past Recalled! based on Marcel 
Proust’s Du Coté de chez Swann., which had a dense lighting plot where episodes moved 
between pools of light on the dark stage and behind and in fi-ont of a louvred blind 
(Smalley, interview).
Of all the Ballet Workshop choreographers. Carter seems to have been the least 
afraid to deal vyith sex and sexuality. Even so, his Psalmus Tenebrae (1953) seems to 
have been balanced on a compromise. Ostensibly dealing symbolically with a biblical 
text -  “Woe unto thee daughter of Babylon.” -  the three male dancers committing the 
murder of the ‘whore of Babylon’ had “unpleasantly suggestive movements of too 
feminine a quality” (Sitter Out, 1953, p.405), exaggerated make-up and jewellery, which 
were added without permission of the designer (Norman Morrice, interview, 1997), and 
the critic Aimabel Farjeon took it to have a homosexual theme (undated programme 
jottings. Theatre Museum, Mercury Theatre File, 1953 ).
Some of the Ballet Workshop productions show choreographers breaking new 
ground in production and dance techmques. Even an unsuccessful work like Trialpgue 
in Movement (Haythome,1953) could be noted as an attempt to bring together different 
techniques -  classical ballet, tap-dancing and ‘modem’ (possibly meaning ‘jazz’) dance
— to serve contrasting expressive purposes.
Ballet Workshop did, however, also produce much which was unadventurous and 
conventional. In a way it may be that the institutional structure of Ballet Workshop did
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not encourage freedom to experiment. Critics were calling for more excitement, but at
the same time for more control over choreographers. It was an Establishment rather than
a radical audience. Frank Jackson wrote more than once that he wanted controversy and
experiment, but not for its own sake. While writing that choreographers were not freeing
themselves from simplistic ideas and technique and that he was prepared to be shocked,
he was also writing:
I do not want ballets in which the dancers spend most of 
their time on the floor, writhing in sex symbolism; nor do 
I want ballets without music, or in modem dance styles 
which have not been assimilated.
Jackson, 1951a, p. 14
This kind of attitude from someone who was one of the most supportive critics 
of the new generation of choreographers may well offer some explanation for the 
reluctance to be radical in movement form and content.
There is no doubt that, for those choreographers who were able to take advantage 
of it. Ballet Workshop provided a platform for exploratory work, but the emphasis was 
on developing the craft of choreography rather than being fiercely experimental. A 
number of the works were good enough to be taken into professional companies, or to 
get other commissions for their choreographers. It could not be said that anything like 
an avant garde group emerged from Ballet Workshop. Of more significance, perhaps, 
is that three choreographers who would really be changing the direction of British 
choreography from the late fifties -  Peter Darrell, Kenneth MacMillan, and Norman 
Morrice — were present in the group, not all as choreographers, and learning their trade.
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WHAT IS MODERN? CONTEMPORARY THEMES?
The term ‘contemporary dance’ began to be used in the mid-forties in an effort 
to counteract the perception that modem dance was outdated and pre-war. This highlights 
the concern, which was not confined to modem dance, that dance should present a 
current agenda. Ballets Jooss was advertised as ‘the contemporary dance theatre’ in 1945, 
Leeder’s school was sometimes called a school o f‘contemporary dance’, and Loman and 
Archbutt named their platform The Contemporary Dance Theatre Centre. These attempts 
by modem dancers to redefine their art in terms of the present reveals the underlying 
unease that modem dance needed a new image. Stained as it was by its association with 
the pre-war political situation in Germany, could it claim to represent postwar concerns? 
This was one of the major debates around British modem dance, but has to be seen as 
part of a wider issue for all theatre dance, and indeed all theatre of the time. On the one 
hand, the theatre was a place of illusion and escapism -  much needed in that period. On 
the other hand, theatre could not remain aloof for long from the realities of existence if 
it was to remain a valid and relevant part of the culture.
One side of the debate, which was particular to the ballet world, is typified by the 
following statement, which Arnold Haskell wrote for the 1949 revised edition of his 
influential pre-war book. Ballet, and can therefore be assumed to be a direct response to
the political events of the 1940s:
in these troubled times an increasing number of people are 
finding calm in the gentle art of ballet, in which tradition 
is such a vital factor.
Haskell, 1951a, pp.9 -  10
In this view, the context of modem life demands that ballet remain an escapist art, whose 
value is in its separation from reality.
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The opposite view is expressed by the theatre critic Audrey Williamson. She
writes as one whose socialist principles urge that ballet should be an art in contact with
people, not something for an intellectual coterie. The nineteenth century classics, she
argues, represent a point at which “The rot set in, as it always will when an art ceases
to have contact with human life” (1946, p.31). Dramatic expression is what ensures
contact with human life, so it follows that there must be more attempt to reflect
contemporary life in ballet:
though it occasionally touches the fundamentals of the 
human spirit it has rarely attempted any reflection of the 
problems and spiritual conflicts of our own time....It is the 
spirit of the age, its search for a creed, the suffering of its 
war-ravaged peoples, its fight for freedom of mind and 
body, that has evaded the choreographer.
In six years of war and its aftermath only two 
ballets, Dante Sonata and Adam Zero, have even alluded 
to this major disaster which has affected the entire course 
of human existence.
1946, p. 153
Williamson was an ardent supporter of the dance-dramas of Robert Helpmann. 
Most controversial of Helpmann’s works for Sadler’s Wells Ballet were Miracle in the 
Gorbals (1944) and Adam Zero (1946). Both made a point of the contemporary 
relevance of their themes. In Miracle in the Gorbals. Edward Burra’s décor evoked an 
idle shipyard and a Glasgow street with a distant perspective of factory chimneys. The 
inhabitants of the slums, the Christ-like figure interpreted by Helpmann, the miracle and 
the murder required movement material fusing expressive gesture with non-classical 
dancing. The jitterbug was used to give an impression of the current context of popular 
social dance.
Adam Zero had a more epic theme, the journey of a man from birth to death. 
Some scenes made contemporary references, including fleeting impressions of war and
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chaos, concentration camp victims and jackboots. Some critics described this as a
dangerous road away from ballet, into an area where drama was more appropriate
(Franks, 1952, p. 139). Haskell wrote a book ostensibly praising Miracle in the Gorbals
but indicating that neglect of the aesthetic basis of ballet in favour of a supervening
argument, was a potentially dangerous route which had led to disaster in Adam Zero.
Ballet does not need ideas to survive, it needs beauty of 
line and movement. If ideas can be incorporated with no 
loss, then well and good. Ballet is not a treatise on current 
affairs. BALLET MUST APPEAL TO THE EYE .
[capitals as in original]
Haskell, 1946, p.29
Haskell’s comment helps to focus on the aesthetic issue of whether the technique 
of ballet could be utilised for the expression of contemporary life.
Something of the confusions and uncertainties of the debate can be deduced from 
the writings of A.H. Franks. He has to admit that ballet is not imitative (1952, p. 1 ), and 
cannot express reality, but takes it as axiomatic that, in some way, contemporary life has 
to be represented in ballet. He puts a high value on the creative manipulation of the 
classical technique based on observation of life (1954, p.207), but the fact that he does 
not appear too dissatisfied to admit that “make-believe and trumpery 
spectacle....detachments from life” are going to account for most of the ballets produced 
(1954, p.222), suggests that he would probably be seeking a balance between the two.
Ballet clearly faced a problem when dealing with the contemporary world but did 
its different nature give modem dance a better record in this respect? If modem dance 
needed to continue to expose the pain of the twentieth century there was a danger of 
being accused of clinging to the past, and the pre-war past at that.
In 1953, when Jooss brought his Essen based, and soon to be disbanded, company
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to London, there was an uneasy feeling that he, too, had had his day.
his productions, new as well as old, wear an out-of-date 
air. They are stamped with the leaden hopelessness and 
cynicism that we associate with the period between the 
wars....in the tough and exhilarating nineteen-fifties they 
make us impatient, or even ribald.
Pratt, 1953, p.5
Modem dance then, was perceived in some quarters as being locked into an 
agenda which had failed to grasp that the postwar world was different to the pre-war one. 
The challenge was for modern dance to articulate the new stage of modernity of the 
postwar world, and yet the twentieth century predicament which formed the essential 
content of modem dance -  social relationships, power, the suppression of individuality 
-  was still valid. Practitioners of modem dance automatically assumed that they 
articulated this contemporary relevance, whereas the ballet world was faced with the 
probability that certain contemporary themes would militate against the aesthetics of the 
art.
While some choreographers believed that there was a need to create dance works 
holding up the mirror to the worst aspects of contemporary life, or the baser human 
instincts, how was this to be expressed in dance, which is by its nature removed from real 
life by the stylization of human movement? One way in which dance works could be 
made to refer to real life was, following the example of Miracle in the Gorbals, to situate 
the ballet in contemporary life, particularly through visual realism in costume and décor, 
and other cultural references, including mundane movement and social dance styles.
An example of this rare genre is provided by Common Ground, which Michael 
Holmes choreographed for Ballet Workshop in 1954. The work clearly depicted a recent 
murder on Clapham Common, carried out by a gang of teddy boys, focussing alarm in
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the press over juvenile delinquency (see also Chapter Five, p.220). The costumes were 
thoroughly ordinary. The members of the gang wore shirts hanging outside their trousers 
-  clearly a metaphor for their depravity -  and their victim wore a pullover. The decor 
appears to have been a painted backdrop with a schematic suggestion of trees. There 
is little information available about the dance style which was created for this work. 
Holmes apparently succeeded in characterising the “shifty movements” of the gang 
members (J.L., 1954, p.476), but is also accused of having produced a rather 
conventional pas de deux for the Young Lovers, while the dramatic action, including the 
beating-up and murder seemed to be relying too heavily on the convention of 
choreographed mundane action derived from Miracle in the Gorbals (Bames, 1954, 
p. 15).
Holmes’ movement towards realism was obviously an experimental challenge to
the invisible barriers around what was deemed suitable for ballet, and probably unique
in the early 1950s as an attempt to put a recent news item on the dance stage. Although
the work does not appear to have been entirely successful, some of the critical response
reflects a distaste for this kind of realism at any cost.
It...struck a chill of horror into the audience. It was the 
horror of stark realism, however, and had little of poetiy 
or tragedy. Its value lies in its contemporary character.
These admittedly talented young choreographers seem 
obsessed by scenes of violence and acts of sadism. They 
are in touch with contemporary feelings and thoughts and 
must be unconsciously reflecting in their work the spirit 
of the age in which they live. One can only hope that the 
historians of the period will find all this of interest, for the 
old codgers who look for beauty in the art of ballet (like 
the present writer) can find little in such creations with 
which to console themselves.
Wilson, 1955, p .ll8
There are several interesting points to be drawn out of this comment by G.B.L. Wilson.
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Ballets which reflect the contemporary context are seen as inherently valuable, although 
defying the aesthetics of the art. Writing at the end of the postwar decade, he has a 
perception of a more violent ‘spirit of the age’ being reflected in the work of young 
choreographers. Although he is seeking to define this as a generational divide, Wilson 
could only have been in his forties himself, not the ‘old codger’ he claims to be, so he 
may be articulating a more widely based conservatism than one based on youth and age.
Common Ground can usefully be seen in the context of the literaiy and pictorial 
realism of the early fifties, which was a reaction against the obscurity of modernism and 
the overwhelming imagery of neo-romanticism. The ‘Kitchen Sink School’ of painters, 
or Royal College Realists, is assumed to have been named after Jack Smith’s painting 
of a working class interior typical of this genre. Mother Bathing Child ( 19531 Similarly, 
‘The Movement’ poets, including Philip Larkin, John Wain and Kingsley Amis, 
emphasised ordinary language, common-sense understanding and legibility.
In a similar way, visual realism in dance works was used to point out the validity 
of theatre dance to contemporary life, but the instances were few. It is not only that the 
stylization of dance technique can be seen to be out of sympathy with realism. It is also 
that the fate of topicality is that it loses its contemporary significance with time. When 
Miracle in the Gorbals was revived in 1958, efforts were made to recreate the sense of 
immediacy with a few leather jackets and jeans in the costuming and the jitterbugging 
changed to jive, but this could not bring the work into the present day when its form and 
scenario were by then so clearly from a different decade.
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CONTEMPORARY THEMES: “THE MURKIER RECESSES OF THE HUMAN 
MIND”
Although the illusionism of theatre dance makes it difficult for choreography to 
approach contemporary themes through surface realism, the same should not be said 
about the kind of realism that explores inner states and the revelation of strong emotions 
and motivations. By 1945 Britain could claim to have produced choreographers with 
this as a strength in their work. High points would be Antony Tudor’s Jardin aux lilas 
(1936), and Robert Helpmann’s Hamlet (1942). However Tudor had departed for the 
United States in 1939 and Helpmann’s choreographic career was to stall for some years 
after the unfavourable critical response to Adam Zero.
Jardin aux lilas is accepted by virtually everyone as a masterpiece of 
psychological revelation: Tudor reveals the suppressed emotions of the four people 
whose liaisons are terminated by an arranged marriage, but the poignancy of this 
situation arises from the way in which the mask of respectability falters but is 
reestablished. His other masterpiece of the period. Dark Elegies (1937), explores the 
inner states arising from the suffering of a communal disaster, but the emotions are also 
restrained and dignified. Tudor’s psychological themes of the 1930s place a value on 
restraint which parallels the reserve which has been written of as typical of the national 
temperament (see Chapter Three, pp.95 -  96). In postwar conditions, however, there was 
a challenge to what had hitherto been thought acceptable on the ballet stage in the way 
of the frank exposure of inner turmoils. This challenge was coming strongly from 
foreign companies: when Antony Tudor’s newer work was first seen in London in 1946 
performed by (American) Ballet Theatre, audiences saw Undertow (1945) with its overt 
Freudian theme of Oedipal obsession and murder. Challenges were also coming from
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notions about the nature of sexuality and the human mind, spreading from 
psychoanalysis and psychology into the general artistic and cultural context.
In the first half of the century the sciences of the mind and the various strands of 
artistic modernism developed side by side and with mutual influence, indeed they had a 
common source in the exploration of subjectivity and the pre-rational state of mind by 
the romantic artists of the early nineteenth century. Increasingly, modernist artists freed 
themselves from the constraint of reproducing an illusion of the exterior world, in favour 
of examining the images springing from the mind itself. Psychology and psychoanalysis 
offered techniques and theories to support experiments -  free-association of ideas, 
automatism, Freud’s formulation of the unconscious mind and Jung’s explanation of 
symbolization.
Although artists and intellectuals of the 1930s were already drawing upon these 
bodies of research, it was during the postwar decade that notions deriving from 
psychoanalysis were spread much more widely in Britain, though not to such an extent 
as was apparent in France and the United States (Lichtheim, 1972, pp. 176 — 177). Britain 
had received a number of émigrés, including Freud himself who died in London in 1939, 
and Melanie Klein who had moved to England in 1926, and established successive 
groups of followers. Klein’s development of the field of child psychoanalysis was 
extremely influential in giving substance to theories of child-centred parenting and
teaching in the postwar years.
Psychoanalysis became anew tool in critical and art-historical writing. It was an 
aim of Cyril Connolly, editor of the literary and artistic periodical Horizon which ceased 
publication in 1950, to carry articles on this subject. During the first half of the 1950s, 
psychoanalytic theories of consciousness became strongly embedded in the writing of the
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art and poetry critic, Herbert Read, who veered towards Jungian notions (e.g. Icon and 
Idea, 1955); he also edited volumes on Jung. Adrian Stokes acknowledged his principal 
debt to Melanie Klein (e.g. Michelangelo. 1955). Stokes is obviously of interest here, 
since he had written on ballet in the 1930s (e.g. Stokes, 1934), but unfortunately he did 
not apply these theories to ballet criticism.
One writer who was applying psychology and psychoanalysis to ballet, George
Borodin, was a doctor, author and ballet enthusiast rather than a professional critic. The
main appeal of psychoanalysis to art critics and historians had been in trying to explain
the nature of the creative process, and the special way that the psyche functions in a great
artist. Reversing this, Borodin developed a theory of the reception of ballet by its
audience, which he expounded in three books spanning the postwar decade. In This
Thing Called Ballet (1945) he explains the appeal of ballet through Gestalt psychology
and Freudian psychoanalysis. He arrives at a theory of ballet’s ability to communicate
directly to the psyche, making the standard psychoanalytic analogy between the function
and genesis of the dream and the function and genesis of the art work.
The ballet...is a projection of the dream into the rational 
life of man. It has precisely the qualities of unconscious 
thought processes -  imagery, movement, symbolism -  and 
it is to a large extent irrational, having few links with day- 
to-day reality.
1945, p.59
For the viewer, this experience is able to release the repressions of modem, industrialized 
life, in which people find themselves bound by monotonous employment, social 
strictures and economic, religious and political conventions (1945, p. 178).
In 1950 Borodin worked out the theoiy in more detail in Invitation to Ballet. He 
begins by exploring the importance of dance in the education and development of the
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child, “both for rendering existing fantasies harmless and creating new images” (p.85), 
and then extends this argument to show that ballet appeals to the child buried within the 
adult. There is much here which suggests his awareness of Kleinian thought.
By 1950 the political realities of the late forties had increased his awareness of
the particular psychology of twentieth century modernity.
That is frustration. It has become almost commonplace 
that a thing hoped for is a thing denied, and that the 
human spirit is no longer free to express itself or to reach 
forward for a better world.
1950, p. 127
Borodin acknowledges a debt to the ideas of Karen Homey, the American post-Freudian 
psychoanalyst. Homey developed a less determinist theory of neurosis than Freud, and 
postulated in The Neurotic Personality of Our Time (1937) that current fears, as well as 
early conflicts, play a part in neurotic behaviour.
In 1955, in The Charm of Ballet. Borodin is interested in the variables which 
control the differences of interpretation between members of an audience. He concludes 
that ballet provides a mechanism for bringing repressed memories into consciousness, 
and enlivens memories in the pre-conscious. Hence it is the individuality of a person’s 
memories and experience which is one of the chief factors in interpretation.
Although Borodin shows that the attraction of ballet is linked to modem 
conditions, he rejects overt contemporary themes in ballet because precisely in order to 
achieve its work on the level of the unconscious it must be removed from everyday life.
It is the formal qualities of ballet which are able to release the repressions of 
contemporary life—the varied rhythms which counter the rhythms of mechanization and 
the pattems of principals expressing their individuality against the background mass of 
corps de ballet, which enables “the re-establishment of the human in his ovm eyes.”
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(1950, p. 138) This seems to be a more useful explanation of ballet’s attractions than to 
make claims about its escapism. However this is a very selective appropriation of 
Freudian theory. Sexual repression is the central category in Freudian analysis and this 
is flagrantly missing from discussion by Borodin. He says that ballet expresses the three 
primary emotions -  hate, love and fear -  in the same way that they are conceived in the 
unconscious mind and represented in dreams, without the finality of outcome of real life 
(1950, pp. 146 -  148), but there is no repressed sexual guilt in his theoiy of how ballet 
works. This is in keeping with the reticence about sex, and obsession with decorum, 
which generally marked dance writing at this time.
However, another dance writer was bringing Freudian ideas of sexuality to bear 
upon the organization of ballet. In An Anatomv of Ballet (1953) Femau Hall explains 
the relationship of the dancer to the ballet company referring to post-Freudians Carl Jung, 
Otto Rank, Karen Homey and Erich Fromm, as one resembling that of the child to the 
parents. The ballet company atmosphere is, he believes, usually one of fear and hostility, 
which undermines the young dancer’s attempts at individuality. This leads to such 
neurotic symptoms as a coping mechanism, “automaton conformity” amongst the girls, 
and homosexuality “of neurotic origin” amongst the boys (1953, pp.432 -  433). The 
ballet company is a fundamentally oppressive organisation, stifling creativity. Hall also 
makes use of the current discussion of male sexuality arising from the publication of the 
Kinsey report, published in America in 1948.
Consideration of Borodin and Hall alongside other critical writing of the period 
indicates a context of growing interest in psychology and psychoanalysis which had 
begun to infiltrate thinking and writing about dance. However, there was also a 
resistance to it. It was a trend of the late 1940s and early 1950s to use the term
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‘psychological as a derogatory short-hand for ballets of raw emotions and strong sexual 
motivations.
In an article in the The Dancing Times in 1948, Dyneley Hussey censured the
critics who failed to praise Massine’s light-hearted ballet, Mam’zelle Aneot.
Have we become so solemn-minded, as a result of our 
recent explorations into anthropology, sociology and the 
murkier recesses of the human mind as revealed by 
psycho-analysis, that we have forgotten how to enjoy 
something that makes no pretensions to be anything more 
than a gay, light-hearted entertainment?
Hussey, 1948a, p.239
In another article, he blames critics for failing to praise Ashton’s neo-classical Scènes de 
Ballet (1948), accusing them of only being interested in “psychological frustration”, 
anthropology and philosophy (1948b, p.351).
The loose use of this scientific terminology as a way of deriding what he thought 
of as a pretentiously over-serious intent is interesting in itself. There are several other 
targets to be picked out of these outbursts. He seems to characterize himself as one of the 
‘ballet purists’, opposed to dramatic ballet, and certainly an escapist. He clearly dislikes 
ballets which explore mundane human existence with any emotional authenticity. Some 
of the more controversial of these had been presented in London by foreign companies, 
so there is also a hint here of xenophobia. Antony Tudor’s Undertow had been performed 
by (American) Ballet Theatre in London in 1946. In 1946 and 1947, Ballets des Champs 
Elysées had performed Roland Petit’s Le Rendez-vous, described by Hussey as sordid 
realism” (1946, p.446). Among the British productions he may have been thinking of are 
Adam 7Arn receiving its last performances at Covent Garden in early 1948.
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Another instance of an opinion similar to Hussey’s comes from Anton Dolin, 
artistic director of Festival Ballet, who commented during a curtain speech, to apparent 
applause:
We have no psychological ballets in our repertoire...nor 
do I, as artistic director of the company, intend to present 
ballets depicting the sordid side of life...ballets which, in 
my opinion, are best left in the kitchen sink.
His comments were assumed to be directed at the repertoire of the New York City Ballet
which performed in London in the summer, including in its repertoire Jerome Robbins’
ballet of predatory female insects The Cage, but although he denied this, in the same
letter to The Dancing Times in which he reported the words above he continued to attack:
certain trends in the ballet of today which I deplore, and 
an unhealthy concentration on rather dreaiy sex is one of 
them.
I shall always protest against anything and 
everything which in my opinion debases our gracious and 
lovely art. I do not think that vulgarity and near obscenity 
which the good old Music Hall would never have 
countenanced have any place in the ballet.
Dolin, 1952, p.21
The portrayal of sexual encounters on the ballet stage was a particularly sensitive 
issue in Britain. This was perhaps both a matter of general cultural repression and of the 
particular circumstances of ballet in Britain. Frank Jackson’s view was that, the 
beginnings of British ballet being under the control of women, “there remains a 
flavour...of daintiness and female over-sensitivity about our ballet. (1953, p.33) This 
smacks of chauvinism, since he does not take account of the majority of choreographers 
being male, but the ‘daintiness’ and ‘over-sensitivity which he notices must have been 
evident when comparison was made with American and French company repertoires. 
Even Audrey Williamson, who had championed Helpmann s dance-dramas, condemned
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the sexual obsession of American choreography (1948, pp. 79 -  81). Ashton’s ballet 
Illuminations (1950) on Rimbaud’s poems, which had been set to music by Benjamin 
Britten, was made as the result of a commission from the New York City Ballet, since 
he recognised that the violent and erotic nature of the theme would be considered very 
indelicate at Covent Garden (Kavanagh, 1996, p.375). Even then, its reception when 
performed by the New York City Ballet in London was worse than he might have 
imagined, with The Dancing Times condemning its “revolting excesses of passion” 
(Sitter Out, 1950, p. 724).
Submerged within the debate on contemporary themes and realistic emotions is 
the aesthetic problem of whether ballet can reflect contemporary life in a recognizable 
way without losing its aesthetic features? Hussey and Dolin find that the essential 
idealization of the classical technique means that the demands o f‘sordid’ narratives are 
an entire negation of the substance of the art. Elsewhere Hussey states it as a fault of Fall 
River Legend (1948), Agnes de Mille’s ballet on the Lizzie Borden murders, that the 
characters “are devoid of nobility, being subjects rather for Police Court News or for a 
psychiatrist’s clinic...than a work of art” (1950, p.8). This, of course is the whole point 
of the work. Hussey represents the view that art is defined by indwelling and absolute 
rules of beauty. There cannot really be agreement between this traditional view and the 
one that art should reflect human life in a recognizable way.
To summarize this point, in the years after1945 there was a fascination with the 
working of the human mind and a recognition of a troubled mentality particular to those 
postwar years. At the same time there was some antipathy to its full examination on the 
dance stage.
Some British choreographers were showing an interest in exploring these areas.
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however. Following his ballets of 1951, John Cranko began to engage with 
psychological themes. In his case it can be demonstrated that, quite apart from the way 
that psychology was becoming part of the cultural context, Cranko had his interest and 
his knowledge stimulated by his friendship with a psychiatrist (Percival, 1983, p.78). 
Reflection (1952), The Shadow (1953), and Variations on a Theme (1954), could be 
taken as a sequence in which Cranko works his interest in psychological themes into this 
choreography.
In Reflection. Cranko quite intentionally took the theme of narcissism. His 
biographer clearly has personal testimony for asserting that Cranko thought it “the most 
balletic psychoanalytic concept” but does not explain this comment (Percival, 1983, 
p.93). It is often asserted that dancers become narcissistic by the nature of the activity of 
constant self-scrutiny in classroom mirrors. The situation in Reflection, however, is 
more like the transaction between choreographer and dancer. In the action of the ballet. 
Narcissus shows his psychological complex by obsessively manipulating Echo until she 
is just like him. As a complication to this, Cranko had the split in Narcissus’ character, 
between aggressive and tender, represented by two other dancers.
Cranko’s interest in narcissism may be also be linked to the exploration of 
sexuality. Freud suggested that narcissism was an explanation of homosexuality, where 
the male’s fixation on a woman, usually his mother, is transferred to himself. In that 
circumstance, he searches for a lover who resembles himself (Freud, 1953, note 1, 
pp. 144-145).
In The Shadow a menacing figure in a cloak and plumed hat always stands 
between a man and the woman he wants to approach, but when he gains the courage to 
attack it, he finds that the clothing is empty. On one level this can be seen as the simple
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expression of the often illusionary nature of deep fears. It could also be interpreted in 
Jungian terms, as one writer did at the time.
Here is presented the dilemma of the young man whose 
femininity, typified in the ballet by “Romantic Love” (the 
Anima of Jung), constantly emerges from his unconscious 
(the Jungian Shadow) and threatens the position of the 
Young Girl which his masculinity naturally seeks.
Loveday, 1954, p.23
Variations on a Theme returned to the more allusive, ambiguous style of 
Harlequin in April, but the symbolic castration complex suggested in a female dancer 
with a pair of enormous scissors, was commented upon by reviewers.
Cranko's psychological themes of these years can be read in a number of ways. 
They are both a pragmatic response to his immediate circle of friends and also suggest 
a level of awareness that the contents of the conscious and unconscious mind, in all their 
variety, were seen as a legitimate area for expression. Most interestingly, Cranko seems 
to have seized upon the symbolic possibilities for an exploration of sexuality, and in 
particular his own homosexuality.
While Cranko was pursuing these themes through works which were plotless or 
thematic, occasional other works showed that there was a more frank approach to 
sexuality within the narrative form. Walter Gore’s ballet of jealousy, Antonia (1949), 
was such a work. There was, however, nothing approaching the frankness of some of the 
foreign company imports. At a time when the British dramatic stage was under the 
official censorship of the Lord Chancellor, it could be said that the British dance stage
exercised an effective self-censorship.
In this chapter so far, it has been shown that there were different currents of belief 
running through the postwar decade, suggesting different ways of comprehending the 
relationship between theatre dance and modernity. On the one hand there was a
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perception of dance performance as a separate and distinct ontology—a world of illusion 
— shared by performer and audience against the background of a changing and dangerous 
world. On the other hand, there was an acceptance that dance performance needed to be 
a contemporary art, but there were different notions of how that should be achieved. The 
nature of the art form made it difficult to accept conformity to outward reality as a 
successful formula, but the reality of the inner state was increasingly important as a 
central theme.
Many choices presented as possible case studies for this chapter. For example, 
Cranko’s works in his 1950s psychological genre would benefit from more full 
appreciation than they have been given before; there is enough material on some of the 
Ballet Workshop productions, especially works by Michael Holmes and Jack Carter, to 
undertake more detailed analyses; and the works in which Frederick Ashton stepped 
outside his usual lyricism. Scènes de ballet and Illuminations, would be relevant here.
A further choice would be a work from the modem dance repertory. Since the 
history of British modem dance before the 1960s has received such little attention before 
now, it has been decided to advance research in this area with a detailed study of one of 
Hettie Loman’s works for the British Dance Theatre, Once I Had Laughter. An 
additional advantage in this choice is that the nature of the traces available makes it 
possible to vary the kinds of methodologies used so far, and undertake a practical study 
in dance history.
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CASE STUDY:
Once I Had Laughter
Choreography: Hettie Loman
Music: Ludwig van Beethoven, Overture ‘Coriolan’, opus 62 
Design: costumes designed by Hettie Loman
First performance: Summer performance 1949, Art of Movement Studio, Manchester.
Dancers: Molly Bum, Ronnie Curran, Warren Lamb 
First public performance. Library Theatre Manchester, 25 March 1950 
Dancers: Sally Archbutt, Ronnie Curran, Warren Lamb
Once I had laughter and they took it from me;
They beat their tortures into my heart.
And drew the laughter from my veins.
And yet I lived...
And yet I lived...
And yet I lived...
Poem by Loman, used as programme note from March 1950
THE TRACES AND METHODOLOGY
This work was created while Hettie Loman was on the staff of the Art of 
Movement Studio in Manchester, and subsequently was in the repertoire of the British 
Dance Theatre. It formed part of a BBC television programme produced by Christian 
Simpson on 18 September 1950, devoted to works by the British Dance Theatre (Rowson 
Davis, 1996, pp. 45 -  50), but there is no film recording of this transmission.
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There is little textual evidence which offers a contemporary view of this work in 
any detail, since reviews of British Dance Theatre programmes tended to record reactions 
to the programme as a whole. There are a number of photographs of the 1949 and 1950 
cast, and others from the 1960s showing a different cast. It has been possible to speak 
at length to two members of the 1950 cast, Sally Archbutt, who continued to perform the 
role into the late 1960s, and Warren Lamb, who performed in the work until he left the 
British Dance Theatre in around 1951 or 1952.
Hettie Loman revived the work for the Croydon Dance Theatre in 1984, and a 
video was made in 1985. Subsequently the work was notated by Sally Archbutt in 
Kinetography Laban, and the score was published with notes written by Loman in 1991.
In 1997, as part of this case study, the work was reconstructed from this dance 
score in order to study it in detail. It was neither possible, nor even intended, to bring the 
work to performance pitch, but rather to use the reconstruction on live dancers to bring 
the historical entity more into focus. There was a second stage of reconstruction in 1998, 
when it was decided to focus on some sections of the work in detail, and to bring the cast 
into contact with Warren Lamb for a coaching session. Again, it was not intended to 
bring the work to performance standard but to use it as a way of exploring some of the 
historical issues. The coaching session was recorded on video, and an edited version, 
including an interview with Lamb, is submitted as an appendix to this thesis.
Clearly there is a gulf between the dancers who performed the work in 1949 and 
1950, and those who took part in the reconstructions of the 1980s and 1990s. The early 
casts had the experience of concentrated exposure to Laban s theories at the Art of 
Movement Studio in Manchester. They not only had a common traming, but drew on 
the experience of working together closely, in the case of the male dancers for three
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years. In 1984 Loman was working in the context of a summer school, training the 
dancers in her own method, which had also changed over the years. She now often 
found that she preferred to work with classically trained dancers, since current trends in 
contemporary dance, had led to a decline in the use and understanding of arm gestures 
(Archbutt, interview 2).
In 1997 and 1998 the reconstruction was with students from Roehampton Institute 
London, who studied ballet and the originally American contemporary dance techniques 
as part of their degree course. None of these students had any knowledge of Laban 
theory.
The processes of time over the decades have not only brought about changes in 
dancers’ training but also in the work itself. In at least one case it can be shown that the 
dance score differs from what was performed in 1950, because a contemporary 
photograph records the lift performed as in Appendix XII, rather than a higher one with 
a thigh hold, as in the score. Like most choreographers, Loman made changes in her 
works if she thought the result would be better (Archbutt, interview 2). The score and the 
videos are therefore an ambiguous source for the work of 1949, but in spite of this they 
present the possibility of movement analysis as part of the historical methodology.
The reconstruction drew attention to the structuring of the work into movement 
motifs and phrases. This structure was clearly a significant feature of the choreography, 
since Loman drew attention to the importance of the “Motifs and Movement Symbolism 
in her notes to the score (1991, p.4, 6). As a way of understanding the structure of the 
choreography, a morphological analysis was undertaken but this alone could not explain 
the signifying elements. An examination of some of Laban s writing from the late 1940s
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was used to bring into focus the philosophical and technical background from which 
Loman came.
All the traces present the possibility of reanimating memories of the original 
production, but memories have their own ambiguities, moulded as they are by individual 
experience at the time they were formed, and restructured by subsequent life. As such, 
personal memories may offer a unique access to the inner life of the individual in the 
context of the times, but they may cause conflicts and uncertainties to the historian 
seeking clear information on what happened.
A constructive way to use this kind of evidence is to look for reasons why 
discrepancies occur, rather than branding some evidence ‘right’ and some ‘wrong’. For 
example, in an interview in 1997, Warren Lamb remembered the opening of the work as 
being different in its original production to that which is seen in the score. In his memory 
the sustained opening movement was followed by the same sudden closing movement 
which occurs in the ‘wheeling motif. While coaching the dancers in 1998, however, he 
felt that the opening as given in the score was the same as had been performed in 1949. 
In spite of this, he several times performed the ‘wrong’ sequence. That Lamb might 
have misremembered the sequence of movements is less important than what his possible 
mistake reveals about his understanding of what was important in the work. Lamb 
frequently mentions movement ideas of spreading and enclosing which are well 
illustrated by his ‘wrong’ version. Is this an instance where the personal understanding 
of a movement’s meaning has overwritten the memory of the movement itself? The 
work with Lamb suggests that he still has a vivid memory of what the work meant to him 
during performance, but this does not exclude other interpretations.
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A CONTEMPORARY THEME?
In the preamble to the dance score Loman wrote that the work was an artistic 
response to the events of the 1940s. Once I Had Laughter approaches these events 
through the reaction of three people to imprisonment and torture (1991, p.2). Loman 
obviously felt deeply about the revelations of wartime horrors. Social and anti-war 
themes form a group in her total work (Archbutt, 1995, p.23 -  25). However, the 
material of the dance work -  the movement, costumes, set and music -  are not encoded 
with denotative references to the events which appear to have inspired the work. At one 
point during coaching Lamb suggested that the fingers could be seen as prison bars, 
although this may not have been an intentional metaphor. One of the 1950 photographs 
shows Sally Archbutt looking up through her spread fingers, with what may be an 
expression of desperation (see Appendix XII), but the score has a different relationship 
of arm to hand at this point, which could not have the same connotations. It is difficult, 
therefore, to assess whether Lamb’s understanding of the imagery was a personal one.
In the notes to the score, Loman states that there are some images of being held 
back or lashed (p.4), but she is also clear that she was abstracting from the images to 
make dance material. It will be seen fi-om the analysis below that the choreography 
attempts to characterize the personal attributes necessary for survival rather than being
a narrative of situation.
The music chosen was Beethoven’s overture Coriolan (1807), which had been 
inspired by Heinrich von Collin’s tragedy in which Coriolanus commits suicide. In 
Loman’s words, she went for “The strength of the music, its tragic overtones (1991, 
p.8). The work had no set, and costumes were a simple dress for the female dancer, and
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trousers for the men, all in grey. Ronnie Curran had a red thong around his neck, which 
was apparently a symbolic reference to suicide.
The poem which normally formed the basis of the programme note (quoted
above) refers to torture but does not specifically make a connection to events of the
1940s. Obviously Loman felt that the contemporary relevance of the theme ought to be
emphasised. On at least one occasion in 1950 the following programme note was added
to the poem already quoted:
Three people, having each lost all their loved ones 
through war, are drawn together by common suffering.
The two men love the woman but realise she lives only 
for her past. One, unable to face the hopelessness of the 
present, commits suicide. The other goes forward to seek 
a new life in the future.
Programme, Chepstow Theatre Club, 15 October 1950
This programme note places a rather rigid interpretation on the work, and on the 
relations between the characters.
The version of the programme note which was eventually settled upon makes a
direct reference to recent history. Again following the poem:
After the common suffering in a concentration camp three people 
seek, each in their own way, to solve the future.
Programme, Manor Theatre, Sidmouth, 4 June 1951
This allows a more creative approach to the reading of the dance, while usefully directing 
the attention of the viewer to the fact that differences between the three characters will 
be central to their understanding of the work. This programme note is, in fact, the only 
thing which harnesses the dance to a specific historical moment. As will be seen below, 
the movement material explores psychological states which might have come from the 
suffering of the holocaust, but equally of any other violent tragedy experienced by a 
group of people.
- 197 -
Talking to the dancers before the coaching session in April 1998, Warren Lamb 
stated that Once I Had Laughter fits into a discernible trend in postwar arts — the theme 
of political imprisonment and torture. Lamb’s deep personal involvement in performing 
the work has clearly left him with that impression, but it is difficult to substantiate this 
as a major artistic trend of the period. However, it must have been a topical issue in the 
news media, especially as Cold War propaganda about Eastern Europe increased. It is, 
however, worthwhile to contextualise Once I Had Laughter within the admittedly few 
works which made a statement about this aspect of contemporary events.
Undoubtedly both Loman and Lamb were aware of Theatre Workshop’s play The 
Other Animals (MacColl, 1948), since Theatre Workshop and the Art of Movement 
Studio supported each other’s work in Manchester, and had premises in the same road. 
In fact, in the early forties Loman had performed in a least one play with the earlier 
Littlewood/ MacColl company in Manchester, Theatre Union. The action of The Other 
Animals explored the state of mind of a tortured prisoner, whose prison is suggested by 
a tilted, cage-like structure on stage. During the action of the play the prisoner has 
visions of family and friends from his former life. This detail may have found an echo 
in another work of Loman’s, And Tomorrow Comes (1950), in which a tortured guerilla 
leader is visited by thoughts of people from his past.
The Cold War and the Korean War made the figure of the political prisoner a 
compelling anti-communist image. Probably the high point of popular awareness came 
in 1953 when the Institute of Contemporary Art (ICA) in London held an international 
competition for a ‘Monument to The Unknown Political Prisoner , the comimssion for 
which was controversially awarded to Reg Butler. This competition s American funding 
and bias towards abstraction have led to suspicions that this was an instance in the
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USA’s covert anti-communist operation through cultural channels (Burstow, 1989). 
Certainly, the result was very unpopular in Britain where, as has been seen in relation to 
sculpture in the South Bank Exhibition, the general public was anti-abstraction. Butler’s 
minimalist tower with watching figures was compared to a radar aerial, and was easy to 
lampoon in the popular press. It became even more of a cause célèbre when the 
exhibited maquette was destroyed by Laszlo Szilvassy, a Hungarian artist and stage 
designer who worked for Ballet Workshop. In the anti-abstraction mood of the period, 
celebrities in the theatre world gave financial support to meet the costs of his case (David 
Ellis, interview, 1998). The sculpture was never erected, for reasons probably unrelated 
to this incident.
One of the most interesting works created for Ballet Workshop was also on the 
themes of torture and political imprisonment. Michael Holmes created Palisade 
(sometimes written Palisades') for Ballet Workshop in 1952, preceding the furore and 
media interest over the sculpture competition. This work for six men clearly explored 
the psychological state of a prisoner, which some critics of the time interpreted as that 
of a prisoner in a concentration camp. Holmes has recently stated that the work was 
about political prisoners (Holmes, interview, 1995).
This is a very short list indeed, and although it is probably not exhaustive, it 
suggests how rarely the arts of the postwar period worked with this topic. In terms of the 
possibilities inherent in dance as a non-verbal, corporeal art-form, it could be said that, 
political ideologies aside, this was to miss a theme with which movement could very well 
deal. Imprisonment and torture are bodily experiences which can be related in movement 
alone. It is possible to make stylized dance images which convey those situations. For 
example, in Palisade, mysterious figures, abstracted by a binding of tape pinned all over
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the body, were seen as representing the factors oppressing the prisoner. However 
Holmes knew that he was stepping outside the boundaries of what was generally 
considered a suitable subject for a ballet. With the model of Jooss’ The Green Table 
perpetually in the background, there would not be the same ideological barrier for 
modem dance.
THE DANCE MATERIAL OF ONCE I HAD LAUGHTER
At first glance the structure of dance appears to be a simple one, which can be 
represented by the chart shown in Appendix XIII. Certain movement motifs are drawn 
to the attention of the viewer and examination reveals that these are subject to variation 
whenever they appear.
A significant point in the choreographic development is the motif named here as 
the ‘wheeling motif (W). All three dancers come together on four occasions to perform 
a movement sequence of running and pausing, joined together by one hand in the centre 
of the circle. The other arm and upper body take on a repetitive bending away and 
towards the centre, and on each occasion the resolution is that one dancer breaks fi-om 
the circle into an individual phrase. The variations are brought about by spatial and 
rhythmic differences, and in W3 the motif commences with a deep plié ^  in parallel first 
position. The ‘wheeling motif always occurs in conjunction with the repetition of a 
musical motif.
The ‘advancing motif (A) occurs six times in the dance, preceding the ‘wheeling 
motif whenever it occurs, as two dancers advance towards the third. It is characterised
 ^ Balletic terms are used in this section only as approximations and do not imply that the 
work was constructed out o f  classical technique.
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by a deliberate, divided step, the ball of the foot contacting the floor on beat 1, and heel 
coming down with an accent on beat 3 of the \  bar. This is usually contrasted 
dynamically with a sustained extension of the arm towards the third dancer. A6 seems 
to be derived from the advancing motif, but all the components have been varied: it 
moves backwards, the step is divided in a different way, it is performed by all three 
dancers, and there is no sustained arm extension. The ‘advancing motif has an 
associated musical motif to which it is usually, but not always, performed. Part of the 
reason for placing A6 in this motif ‘family’ is that it occurs on the musical motif.
The opening motifs are echoed towards the end of the dance, this time performed 
by two dancers rather than all three. The musical motif of the first eleven bars of the 
music is repeated, along with a variation on the first movement motif of the dance. As 
with the ‘wheeling’ and ‘advancing’ motifs, the tying-in of movement motifs to musical 
motifs increases their prominence and increases the impression of structural organization 
within the work.
The motifs discussed above are presented to the audience as important and 
meaningful moments through their clear repetitions, and Loman assigns meaning to them 
in her notes to the score. The ‘wheeling motif and opening motifs are derived from the 
situation in which the characters find themselves, with movements abstracted from 
reactions to imprisonment and torture (p.4). The ‘advancing motif is probably one of 
the motifs Loman identifies as “motifs of relationship...expressed in floor pathway and 
gesture” (p.6).
A slightly different method is used in the presentation of movement material for 
each character. The female dancer performs a number of individual phrases (labelled 
here in the sequence FD; see Appendix XIII), which on five out of six occasions are
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danced to the same lyrical theme in the music. The analysis shows that each phrase is 
made up of a limited number of component motifs which are combined in different ways. 
The cohesion is provided by the ab motif -  a body and arm gesture which sweeps down 
towards the ground and up into an attitude held on half-toe, before the dancer runs on a 
curving pathway. This occurs at least once in each phrase.
In contrast to this, the material for the male dancers is built in a much more 
fragmentary way, with a few repeating action motifs associated with each character, but 
without the same consistency in the way the motifs are patterned into phrases as is seen 
in the female dancer’s choreography. The reason for this may lie in the fact that the 
female dancer is associated with a musical theme, while neither of the male dancers has 
a specific musical theme which is his own.
The actions of the dancer -  jumping, turning, running, gesturing -  are not the 
only meaningful features of dance according to Laban’s theories. Eukinetics -  the study 
of the dynamic qualities of movement -  and choreutics -  the bodily shape and the spatial 
networks created by movement -  are the other two main areas. It can be seen that 
Loman’s creation of character motifs develops from her knowledge of these.
The area of eukinetics became known as ‘effort’ in the late 1940s, following 
Laban’s publication of the book Effort (1947) jointly with F.C. Lawrence, in which the 
application of this work to industrial movement study was set out. Laban identified four 
motion factors -  Space, Weight, Time, and Flow -  which in various combinations and 
iftfensities pattern actions of the body. The observable dynamic p rc^ities of the 
movement were perceived as the outward rnamfestation of ‘inner attitudes . In this as 
well as other areas of his theory, Laban was laying out what he believed to be the organic 
roots of the way movement signifies.
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Warren Lamb refers to Once I Had Laughter as an ‘effortful’ dance, and when
questioned about this he explains it in terms of the motion factors of Weight and Space
and their inner attitudes:
it really was infused with very strong emotion which had 
to be expressed through keeping alive an effort rhythm, 
particularly involving pressure [Weight],...involving 
direction [Space], because it is direction or lack of it 
which is a fundamental part of the theme.
quoted from video appendix 
It has been suggested that Laban’s effort theory owes a debt to the Jungian theory 
of psychic functions (Preston-Dunlop, 1998a, p. 118). Laban had been based in Zürich 
from 1914 to 1919, at the same time as Jung. Although there is no evidence that they 
met, Laban mentions Jung’s work in his book Die Welt des Tanzers (1920). From late 
1949, now in England, Laban became interested in the application of his work in the field 
of therapy and this instigated further investigation into the connection between his own 
work and that of Jung (Preston-Dunlop, 1998b, p.255). This was not mentioned in 
Laban’s The Mastery of Movement on the Stage (1950) but the idea that movement 
dynamics are not only the observable aspects of inner attitudes but the evidence of the 
different ways in which the psyche functions in relation to the body was referred to in the 
first posthumous edition. The Mastery of Movement (1960, p. 121), prepared by Lisa 
Ullmann, apparently in line with Laban’s intentions. This has been clarified by Preston- 
Dunlop (1998a) as follows:
MOTION ASSOCIATED WITH JUNGIAN APPROXIMATION
FACTOR
SPACE thinking ( i,e. rttiouality) Jung’s mental function
WEIGHT sensing
(i.e. being in touch with physiçal sensation) Jung’s physical function
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TIME intuiting Jung’s intuitive function
FLOW feeling (i.e. emotion) Jung’s emotional function
There are obviously doubts about how clearly Laban might have felt or articulated this 
correspondence in the late 1940s, but it can be surmised that there was a strong alliance 
between his work and twentieth century psychoanalysis, which had a particular resonance 
in the postwar years as Britain became more aware of psychological explanations in art 
and life.
Laban’s concept of choreutics is concerned with spatial form, both in the way the 
body is perceptibly shaped by movement and in the way movement traces virtual forms 
in space. Amongst the virtual forms are planes of movement, and pathways, in the air 
and traced as floor patterns, which have expressive content deriving from their basic 
elements, the combination of curves and straight lines. Warren Lamb refers to these 
spatial forms when he talks on the video about the importance of contrast between 
spreading and enclosing shapes which he refers to as convex and concave respectively.
The character motifs in Once I Had Laughter are conceived in terms of Laban’s 
theories of choreutics and eukinetics. The female dancer has curved arm gestures which 
enclose space rather than thrusting out into it, and her running motif in the ab motif has 
a curving floor pattern. Pirouettes with circular arm gestures have a centrifugal quality. 
Taking the evidence of one of the 1950s photographs, in motif e the effort quality of the 
arm gesture is light in relation to Weight rather than pressing down. In her final 
movements in the work, according to Lamb, any positive attitude to Space and Weight 
is lost. The arm dangles limply from the shoulder. This character is isolated within 
herself and cannot face the future.
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The action motifs of the role described in this analysis as ‘Male Dancer 1 ’ -  
jumps as in 1 and iv, kneeling and crouching as in ii -  make use of the spatial extremes 
of high and low. The violence of his feelings is also expressed through the motion factor 
of Weight: there is strong muscular tension in his movements which contrasts with the 
weak tensions of the female dancer.
The other male dancer, has motifs such as I and II which open and spread his
body in the vertical plane. His movement phrase in bars 93 -1 0 9  is described by Lamb
he goes across the stage reaching beyond his own 
kinesphere, searching for a direction.
quoted from video appendix
Lamb can be seen in the video appendix, coaching the dancer in this role. In the series 
of turning jumps and travelling steps (IV followed by III) he works towards getting the 
dancer to come out of the turn with a direct attitude towards the motion factor of Space 
in order to better express this theme. This dancer’s final movements, as he goes off into 
the metaphorical future situated offstage, is a pure expression of clear spatial direction, 
in the focus of body, arm gesture and floor pattern.
An often repeated criticism of modem dance works in Britain, including works 
by Loman, was that the movement vocabulary was limited, with the implication that, in 
spite of the apparent limitless range of movements possible outside the standard 
vocabulary of ballet, modem dance choreographers lacked imagination or even talent. 
In Once I Had Laughter it can indeed be seen that the choreography is not intricate. 
There are many repetitions of movements. Variations upon them are not particularly 
inventive, and often, as in variations in the step pattern of the ‘wheeling motif, are 
integral with variations in the musical motif On the other hand, within the standards
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which modem dance set for itself, that would not be seen as a particular drawback. The
important issue for Loman was above all to express her theme:
dance can become a serious dramatic art form if it is 
unified with the desire to express a deep idea, a tmth of 
inner feeling or spiritual belief.
Loman, 1991, p.6
Laban theory offered a comprehensive method of making content visible in form, 
but for Loman in this particular work the content is the driving force. There is no room 
here for any admiration of form for its own sake. Nothing decorative is allowed to distort 
the message, and there is to be no appreciation of performance values such as the ‘beauty 
of line’ of which the ballet writers speak. This is one reason for the apparent thinness of 
invention in Loman’s choreography. Warren Lamb believes that the simplicity of the 
form gave it a certain power.
Once I Had Laughter illustrates one way of encountering the modernity of the 
postwar years. Loman was committed to the themes posed by recent history: she was 
taking a contemporary theme, but her treatment of it was through the exposure of inner 
states, rather than surface reality. Similarly to other choreographers at the same time she 
was interested in making searing psychological states apparent in movement. The Laban 
work, with its Jungian core, was her tool for achieving this. Of a performance of the 
British Dance Theatre which included Once I Had Laughter, the reviewer for Ballet 
wrote: “I saw seven ballets, and seven times I was invited to observe the sadness of life” 
(Hall, J., 1951, p.29). Loman’s austere dance language was at odds with the more 
decorative, virtuosic, and fantastic trends current in the mainstream ballet world.
Unlike Joan Littlewood and Theatre Workshop, she did not succeed in making 
a subversive challenge to the major institutions. Her commitment to her content and to
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the truth she found in Laban theory may have obscured the possibility of being more 
adventurous or radical in experimental form.
Even though the modernism of the South Bank was compromised by restraint, 
there was an intentional and discernable agenda to steer the nation towards recognition 
of ‘the modem’ in art, architecture, technology and lifestyle. There is no comparable 
situation in theatre dance in the postwar decade. Of course the materials of the built 
environment and the performing arts are vastly different, making a direct comparison 
implausible. However, the example of the South Bank points to the fact that modernity 
was an important issue for some British people in the postwar decade: not all was 
nostalgia and tradition. It is legitimate to ask how British theatre dance figured in 
comparison.
It has been seen that there was debate within dance writing and practice about 
concepts o f‘the modem’ in dance, with genres of modem dance, modem ballet and neo- 
classicism having particular relevance, but the debate could be condensed into something 
much simpler. What was the relationship between the choreographer and the 
contemporary world? The postwar decade saw choreographers experimenting with this 
dilemma in making works about outer reality and inner states of mind.
What was of much more relevance in the long term was whether there was an 
environment which was supportive of new ideas. From the examples of Ashton’s more 
experimental works at Covent Garden and the critical support for Ballet Workshop, it 
could be said that this was an area which was generally lacking and where the 
comparison with ‘South Bank modem’ is most useful. There was no forcefiil group of 
artists pushing forward the concepts of the modem in ballet or modem dance. Artists
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like Sigurd Leeder, Hettie Loman, and some of the Ballet Workshop choreographers 
worked in isolation or lacked vigour or a power-base. Even though an influential artist, 
Ashton was not an iconoclast by temperament, and so his work mainly stayed within -  
and was indeed constructing -  the normative aesthetic of the postwar decade.
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CHAPTER FIVE: 
TOWARDS A COMMODITY CULTURE
In Chapter Two (pp.66 -  68) it was seen that the ‘Festival Style’ of the South 
Bank Exhibition spoke vividly of the designers’ vision of Britain emerging into a new 
era of lifestyle choices after the limited availability of all sorts of commodities since 
1939. For a deprived population, the Exhibition promised a culture of acquisition, linked 
to the benefits of the postwar settlement. The postwar decade is generally recognized as 
the period when a popular culture based upon commodities which were either imported 
or copied from the USA spread through Britain. Brashness and acquisitiveness -  
perceived as essentially American characteristics -  were believed to be undermining 
what was essentially British.
This strand of meaning in the Festival of Britain therefore impinges on both the 
‘modernity’ and the ‘national identity’ issues explored in previous chapters. This chapter 
will be examining cultural trends in which there is an association between ‘the modem’ 
and a culture of commodities and consumption. It will be seen that the postwar decade 
was a period when the popular culture of the nation became a cause for concem in some 
intellectual quarters. The ideal of British culture seemed to be under attack, both from 
foreign influence and fi-om a challenge to the class-based Establishment which saw itself, 
in the manner of the Arts Council, as the arbiter of national culture. Was it a matter of 
one section of the population seizing on the new opportunities with pleasure, to the 
disapproval of another, or were the boundaries of approval and disapproval much more 
complex?
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THE DANGERS OF POPULARITY
The most profound socio-cultural reversal which became apparent in the years 
directly after the Second World War was the crisis of confidence which struck the British 
upper and upper-middle classes. This was compounded of several strands. The war had 
hastened and completed some social changes which were already on course. There was 
no longer a large servant class, making it impossible to return to the pre-war, leisured 
lifestyle. The overwhelming Labour Party victory at the 1945 election dealt a 
psychological blow, for the immediate prospect seemed to be exclusion from the circles 
of power which they had naturally inhabited. Since these classes provided the natural 
support and consumption framework for high art, the very concept of culture as high art 
might appear to be under attack, and as the late forties proceeded, it proved that exclusion 
from power was also to be the experience of the nation on the stage of international 
politics.
Of course the truth turned out to be very different for the ruling classes. The 
underpinnings of the power structure remained in place -  the House of Lords, public 
schools, the ‘Old Boys Network’, the London clubs. This entrenched and unelected 
power system was to be given the title of ‘the Establishment’ in 1955, and to be seen 
more and more as a cause of Britain’s ills (e.g. Thomas, Hugh, 1959). In the mid-forties, 
however, the stability of this lifestyle had been shaken. This is reflected in the 
conservatism of postwar writing, manifesting as a nostalgia for the days of certainty in 
political and culturalieadership, which can be traced through writers such as Evelyn
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Waugh, Cyril Connolly, Angela Thirkell Cliristopher Fry and T.S. Eliot. Frequently, 
the motifs of the country house and the family, as in Brideshead Revisited (Waugh, 
1945), express fears about the rupture of continuity in the culture and values of the upper 
class (Pryce-Jones 1963, pp. 211 -  230).
In 1948, T.S. Eliot published Notes Towards a Definition of Culture. Eliot’s 
considerable postwar authority and reputation have been mentioned elsewhere (Chapter 
Three, p. 114). Eliot was American by birth although he had been resident in Britain for 
many years. His perspective was by now both British and European. The texts of some 
radio broadcasts made to Germany on ‘The Unity of European Culture’ (1946) were 
published as an appendix to Notes Towards the Definition of Culture: from these it is 
apparent that he felt part of a common culture based upon the legacy of Greece and Rome 
and of a unifying Christian inheritance. Significantly, it was already being felt by some 
tiaat the gravitational centre of that culture had now passed to North America.
Eliot’s understanding of the word ‘culture’ is that it means the whole way of life 
of a class, group, or region. He believes that diversity is beneficial to the unity of the 
whole: moves to homogenize culture, as for instance through an egalitarian educational 
system, are both ill-advised and doomed to failure, because culture is passed on through 
gmerations of family life, or institutions which replicate this. This would be disrupted 
by a sweeping change fi:om a hierarchy based upon class to one based on élites by merit. 
While agreeing that class-based éhtes should be open to persons from all classes, the 
class structure is, in his view, essential to the preservation of its ‘higher’ culture, which
' Angela Thirkell was an extremely successful popular novelist o f  the late 1940s with works 
such as Peace Breaks Out (1946) and Love Among the Ruins (1948) in which shearticulated the 
disaffection o f  the middle-class. It was her estranged son, Colin Machines, who captured the quite 
different groundswell o f  late 1950s urban youth culture and racial tension, in City of^pades (1957) 
and Absolute Beginners (1959).
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is in itself essential to the nation as a whole:
in our headlong rush to educate everybody, we are 
lowering our standards, and more and more abandoning 
the study of those subjects by which the essentials of our 
cidture -  of that part of it which is transmissible by 
education -  are transmitted; destroying our mtcient 
edifices to make ready the ground on which the barbarian 
nomads of the future will encamp their mechanized 
caravans.
Eliot, 1962, p. 108
3 e s e  emotive words are very different from the measured tone and careful argument of 
the Notes as a whole. In spite of his support for the value of the diversity coming from 
the -different cultures of the different classes, Eliot has a strong personal belief in the 
overarching worth of the culture of his own class. The spreading of the ‘higher’ culture 
more widely, he believes, will undoubtedly mean that it will be more thinly spread or 
diluted. There is also a sense in which the epithets themselves reveal some of his 
attitudes. The contrast between “ancient edifices” and “mechanized caravans” is between 
theartistic canon which is stable and inherently valuable, while the mechanized products 
of modem, industrial culture are shiny, superficial and transient. Connections should 
be made here with the ‘Raise or Spread’ debate within the Arts Council (Chapter Two, 
pp.54 -  56) which promoted the elitist definition of culture, and ‘English good taste’ 
(Chapter Three, p.94 -  95) with its suspicion of modem media.
The cultural pessimism of the postwar period was not a new phenomenon. There 
_ is a clear debt to the school of literary criticism which developed from the work of F.R. 
and O.D. Leavis and Scrutinv. the literary review which they founded in 1932. The 
T<eavisite view was that the state of literature was inextricable from the cidtural and 
,moral health of the nation: cultural decline was the outcome of a cpmplex of long- 
running influences upon literature, including the disruption caused by industrialisation,
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but especially the coming of the popular press in the twentieth century. The cultural 
pessimists considered that the decline was experienced in a much more concentrated 
manner after 1945.
Cultural criticism did not come only from the political Right. Implicit in Labour 
Party policy was die belief that, in order to build a responsible socialist society, workers 
rœsded to widen tiieir educational and cultural horizons (Fielding, Thompson, and 
Tiratsoo, 1995, pp. 135 -  168). This would involve turning away from the usual 
working-class leisure pursuits towards activities sanctioned by the middle class. There 
were a number of government actions intended to promote this. In addition to the setting 
up'of the Arts Council, the Local Government Act (1948) allowed local authorities to use 
rates for entertainment purposes; there was a great expansion in adult education; the 
National Film Finance Corporation was set up to encourage British films which would 
be presumed to encourage community virtues, unlike the popular Hollywood imports. 
By the time Labour had left office in 1951, it could be seen that official efforts had made 
little difference to the leisure of the working class. By the mid-fifties there was a spirit 
of disillusion spreading through the Left, whereby it began to be seen that the advantages 
offered by the Welfare State since 1945 had not resulted in the cultural betterment of all 
people. Liberal opinion had assumed that only the lack of advantage constrained the 
^working class to an educationally and culturally impoverished existence. The experience 
of the postwar decade suggested otherwise. In an article in Picture Post, Edward Hulton
Jistiated, “British Education has teen a failure".
As for real culture in Britain, where is it?.... So many
people do not seem to be near possessing the right values.
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It just does not occur to them that there is anything to do, 
except to make more money, become more comfortable, 
or secure -  or enjoy commonplace, superficial, mass- 
produced entertainments.
Hulton, 1954b, p.25
Nostalgia for ‘Deep England’ was also a component in the pessimistic view. The 
postwar period witnessed a resurgence amongst artists of interest in ‘genuine’ crafts of 
the industrial working class -  barge, narrowboat, and fairground decoration.
This is not to say that there was no concept of popular culture arising from 
modem media. When Barbara Jones curated the Exhibition of British Popular and 
Traditional Art for the Festival of Britain, the Arts Council was expecting that the 
heritage of traditional crafts would be the subject of the display. In the event, Jones’s 
selection was from what would be recognized now as popular cultural artifacts -  poster 
art, advertising and cheap, homely ornaments (Jones, 1976, p. 129). This highlights the 
way that, in spite of the conservatism of the cultural critics, modem media were already 
being ascribed artistic value, as a challenge to ‘English good taste’ and the elitist pyramid 
of fine arts. The roots of ‘Pop’ art are already evident in the early 1950s, in the 
Independent Group at the ICA, and the seminal work of the genre, Richard Hamilton’s 
collage Just what is it that makes today’s homes so different, so appealing? was produced 
as early as 1956. It casts a satirical eye upon consumerism, while adopting it as a 
contemporary language of art.
Richard Hoggart’s The I Jses of Literacy ( 1957) is the first major contribution to 
what was to become the Mass Culture Debate in later years, but was certainly based upon 
his experiences offrie early fifties. Hoggart reviews the erosion of working-cjass culture 
and values, and its replacement by materialism, moral relativism and a reverse snobbery 
where intellect and the arts are concemed, an effect which, though in progress for
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decades, accelerated after the war. The ogres of Hoggart’s polemic are not the working 
classes themselves but the commercial forces, mainly of the mass-press, which 
deliberately use a verbally and conceptually impoverished form in order to sell to the 
mass market, and then act to keep down the level of taste in order to protect that market. 
Its effect is most clearly seen upon youth. Hoggart identifies the most corrupting 
influences upon youth as being American in origin, including sex-and-violence 
novelettes, juke-boxes, milk bars, and the creeping conformity of the Hollywood film.
In the cultural criticism of the postwar decade there can be seen a growing
awareness of the influence of mass-communication -  newspapers, advertising, popular
music recording, radio, television and film -  on the national culture, feeding into the
.Ëmady aroused sensitivity of the élites. J.B. Priestley observed its effect in the U.S.A.
and gave it the name ‘Admass’ :
the whole system of increasing productivity, plus 
inflation, plus a rising standard of material living, plus 
high-pressure advertising and salesmanship, plus mass 
communications, plus cultural democracy and the creation 
of the mass mind, the mass man.... Most Americans...have 
hQQnAdmassians for the last thirty years; the English, and 
probably most West Europeans, only since the War.
Priestley, 1955, p.51
From the perspective of the cultural leadership of the period it was not just a 
challenge but a disastrous portent of cultural decline. Hoggart, Priestley and others saw 
the source of the decline as the United States of America. Typically, Arnold Haskell, one 
of the triumvirate of pre-war ballet critics (see Chapter One, pp. 13 -14), rnade the same 
.connections in his autobiography of 1951, scorning popular culture and American 
jogatcrialism, “Jazz, swing, crooning, tap-dancing ( 1951, p. 15) are in his Ust of dislikes, 
and he confesses a special horror of adult comics like Supermjn.
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This concern for, and about, the culture of the masses was a feature of the postwar 
decade which forms the background to the critical ambivalence about the popularity of 
ballet in the postwar years. The emergent British ballet in the 1930s had been 
-consciously placed alongside other serious, and therefore minority, art forms. De Valois 
—allied herself firmly with the idealism of the repertory theatre movement with Lilian 
JBaylis, rather that the commercial theatre; Marie Rambert’s Ballet Club catered to a 
zsmall but artistically influential coterie at the Mercury Theatre. Ballet’s music-hall 
—maage had been dispelled: considered opinion did not want to see its return.
In contrast to that select audience which was artistically educated, the popular 
-postwar audience was a cause for concern. There were ballet fans who imconditionally 
—applauded their favourite stars like film fans. This led to the fear that popularity would 
. lead to reactionary tastes in choreography and a vulgarisation of standards in performance 
-(Eraser, 1946). The expanded audience was also seen as a conservative influence on the 
-repertoire, demanding the well-tried works rather than what was new.
However strong the opposition to popularisation from some critics, the realities 
of the marketplace dictated a rather more complex situation in practice. The case study 
in- this chapter analyses a work in the. repertoire of Festival Ballet. As was seen in 
.Cfiapter Four (p. 187), its artistic director, Anton Dolin, took a strong line against subj ect
- -rpaatter which he took to be vulgar or sexually sensational. However, he tended to be a
- - ^ pppulist in artistic policies -  a factor which must have been dictated at least in part by the 
. pi^pany’s non-subsidised status. .Mthough as a fbrriipr Diaghiley d^cer and favourite
ofAlicia Markova his classical credentials wem impeccable,DplipMd also been 
-..-successful dancing in revue,.and never came,to look down pn thenpmmçrçjal theatre.
- 216
His aim was to make Festival Ballet more accessible to a general, rather than specialist 
audience.
Before the inception of Festival Ballet, he had been invplyed in a few 
experiments in putting on ballet in London arenas like the Empress Hall m d  Harringay 
Arena. These experiments were regarded with some derision by Arnold Haskell, who 
condemned a similar performance by Leonide Massine and Alexandra Danilova in 1950 
as “Ballet à la ButlirC' (1950, p.43) where good taste was being threatened by the “ugly 
menace” of the “little man” (1950, p.4).
Another impression was that Festival Ballet’s regular seasons at the Royal
Festival Hall, instigated in 1952, mostly attracted a non-specialist ^ u^ence. A writer
concluded that the performance style of the company was:
a high-spirited enthusiasm which delights its own 
audience but is achieved only at the expense of other 
qualities.
In other words. Festival Ballet corresponds to only 
one side of Dolin’s artistic nature — the exuberant but 
meretricious showmanship of the man who wants to bens 
widely popular as possible.
Percival, 1958, p.23
Same of the consequences of this in terms of repertoire will be examined later in this 
chapter.
Another interesting case which shows a negotiation between populism and the 
normative taste is provided by the dance periodical Ballet Todav. It commenced 
rpublW ipnm f946maintai#&a#adystreamofarticle&aiideditorialspnthe problems 
lOfp.ver-pppularity. In  A p ril 1952 it enlarged its format, bri^tened up its^aphic style, 
m d  photographs on its front and back covers were more oftenj)orfraitspf ballet stars
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than the ensemble photographs as before. At the same time, articles continued to decry 
the star-consciousness of audiences.
In July 1953, a new editor, Peter Craig-Raymondmoved the graphic style further
towards that of the popular press. Although, according to letters to the editor, “this
DAILY MIRROR-like BALLET TODAY” was offensive to some readers (Craig-
Emymond, 1953a, p. 16), he still reported a circulation enlarged by 3,000 (Craig-
Raymond, 1954, p,4). Craig-Raymond was a maverick in the dance literature field. He
was not an intellectual; he had a poor way with words. For these reasons it is not
-surprising that he disappeared from his editorship in 1955. Whatever the reasons for his
going, his style revolution was not continued subsequently. It, appears that the
conservative standards of the dance press were upheld. The following extract gives a
flavour of both his graphic style and the appeal of the commodity culture. Could it be
brought to ballet?
C ^ n o t  we rid English ballet of the deadpan look of the
‘ nice’ dancers trained to fit a back row of the “corps”?.....
Cannot we get away from the eternal moimtings on 
classic music and use contemporary composers including 
those from the Jazz, Bop and symphonic modernist
schools; Kenton, Raeburn, even, perhaps, Gillespie?....
Cannot we have -  this above all -  directors who want 
to bring the bright, modem, tabloid look to ballet rather 
than forever carbon copy the impotence of the past?
Young dancers. Bright stages. Exciting 
choreography. Brilliant staging. Fearless direction.
Craig-Raymond, 1953b, p. 8
The rhetorical style, attention-grabbing type-set, and the emphasis on youth and 
^^qwness for its own sake are all in Hoggart’s catalogue of m^s-publishing ploys. 
^Significant also is the appeal of American jazz in the context of looking for a 
contemporary image for ballet. This becomes a theme later in (he H^pter.
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Mass culture, youth, and the influence of America, come together in a triad of 
effects which flavour the 1950s. Despite the contribution of intellectual leaders to tlie 
assessment that it was a harmful effect, there is the evidence of Craig-Raymond that there 
was also an energy to be found there which was much needed in the current cultural 
climate. To what degree can this be explained by the growing çonfî^CUCe of young 
people in the postwar situation?
YOUTH AND POPULAR MUSIC
The revolution in popular music, which was to create a market based on music 
for teenagers, did not really happen in Britain until after 1955. The historical milestones 
are normally taken to be the release of the film Rock Around the Clock (1956), with 
teenagers rioting and jiving in the cinemas, and the growing effect of Elvis Presley and 
his British imitator Tommy Steele, a little later. Like so much else about the fifties, the 
changes which happened from mid-decade were building upon earlier developments. 
There was already a stratum of young people who had the money to be consumers on 
their own account. Between 1945 and 1950 the increase in teenagers’ wages was twice 
the increase for adults (Jefferson, 1976, p.83) L For the first time, the postwar generation 
of working class youth had enough disposable income to spend conspicuously, with little 
fear of unemployment.
Going dancing, to the cinema, and listening to records or the juke-box were 
already main preoccupations before the direct appeal which rock n’roll issued. Around
2 Statistics from the Central Statistical Office give a table showing the index o f  wage 
increases from 1948 -  1956, with a gradually widening differential between men, women, and 
‘juveniles’. By 1956, the rate for juveniles was 78% higher than June 1947, as opposed to 63% for 
men and 66% for women (CSC, 1956, p. 124).
- 219 -
1954, it became clear that there was an enormous market to be exploited around the male 
singers who were featured by the big dance bands. Young female fans were already 
showing the behaviour patterns that they would later transfer to the more subversive stars 
of rock n’ roll, although the British singing stars of the early fifties -  for example Denis 
Lotis, David Whitfield, and Frankie Vaughan -  had an appeal across the age groups.
In the early fifties, ‘youth’ was beginning to be seen as a distinct group with 
values disquietingly out of sympathy with the rest of society. There was a large increase 
irtfiffences by young men under the age of twenty-one, beginning to be quantifiable in 
about 1954 Concerns about youth and delinquency began to crystallize into moral 
panic when the Teddy Boys emerged as the first British youth sub-culture. In around 
1953 working class youths from south of the Thames began to appropriate, and to modify 
the ‘Edwardian’ suits which were briefly adopted by upper class dandies just after the 
war. Some of these modifications drew directly on the American film culture -  the 
‘Tony Curtis’ hair style and the bootlace tie of the Westem-movie gambler.
In the same year there was the murder on Clapham Common which became the 
subject of Michael Holmes’ ballet (Chapter Four, p. 178 -  180). By 1954, concerns 
--about youth in general were being focussed on this small cult. Picture Post began the 
-year with a feature comparing “young decent Britons” with the “young spivs”, drawing 
a^picture of a high life style funded by theft (Hulton, 1954a, pp.33 ^ 37). Later in the 
„year, a more sympathetic j oumalist talked to Teddy Boys at a dance-hall, discovering that 
^giese young men were mainly manual workers or apprentices on good wages (Marchant,
e.g. Convicted for crimes o f violence against the person: , ,,1938 . 1 ^
77 80 "  461
Agé-^oup: 17 - 21 163 1,248
The figures had roughly doubled by 1959 (Fyvel, 1961, p. 19)
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1954, p.25). A number of violent incidents involving Teddy Boy gangs were a feature 
of the year, and “The Teddy Boy myth was bom.” (Steeie-Perkins and Smith, 1979, n.p.) 
This was also the year in which rock n’ roll came to Britain with records like Bill Haley’s 
Shake Rattle and Roll. Teddy Boys adopted this subversive music as an element in their 
:style which embodied so much that justified the cultural pessimism of the postwar 
decade. Here was working class youth, in a better financial position than previous 
zgmerations, but with no regard for the culture of the normative society. In their 
identification with American popular music, they seemed to confirm that the 
Americanization of culture was malign.
In applying this phenomenon to the historical period of this thesis, it is important 
to try to separate the problem as observed in the early fifties from the way it was 
subsequently theorised by T.R. Fyvel (1961) and others in the light of the developments 
of the later fifties. Teddy boys were a small group in the early fifties, although 
increasingly demonised by the press, whereas Fyvel saw the central role of Teddy Boys 
in the race riots of 1958, and the swift mutation of the Teddy Boy fashion into other, and 
more violent, gangs with different uniforms. Nevertheless, his perspective on the causes 
of this may provide useful insights: Fyvel thought that the experience of Britain since 
the war had been the loosening of the authority of bourgeois culture as the continuous 
_4emands of the consumer society made status synonymous with personal spending. In 
the light of this comment it should be remembered that the Consumers’ Association with
itsjoumal Which? was founded in 1955.
Jazz was just one component in the music culture of the jpostwar decade. As will 
be^seen, some choreographers were thinking of jazz as the musicd egmyalent to a 
youthful, contemporary style in choreography, even before 1953 when Peter Craig-
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Raymond commented on it. Therefore it is worth providing a little historical background 
to its history in Britain.
Jazz emerged from African-American vernacular music around the turn of the 
eentury. While it has evolved through numerous styles during the twentieth century, the 
influence of its rhythms and tonalities has been inescapable both in other genres of 
pcpular music and through its influence on composers of modem art-music such as 
Milhaud and Stravinsky. Writers on the history of jazz show how its development has 
heen conditioned by the tensions inherent within it. Racial politics cannot be avoided, 
since jazz began as a sub-cultural genre, and part of its appeal to white audiences has 
been because of its dangerous ‘primitive’ eroticism. Another tension arises because of 
the-tendency for appropriation by commercial interests: cyclical trends within jazz turn 
away from populism to re-establish its sub-cultural significance, as a music of resistance. 
Some of these tensions are present in the ‘fuzzy’ but none the less important distinction 
to be made between ‘hot’ and ‘cool’ jazz. Broadly speaking, ‘hot’ jazz looks more 
towards its roots in the raw, self-taught vemacular sound, whereas ‘cool’ jazz is more 
emotionally detached, aiming for a greater range of effects using the techniques of the 
.academically trained musician, and often approaching art-music, which has itself 
absorbed many influences from jazz. This defines jazz as a prime example of cultural 
crossover, from high to popular culture and vice versa.
During the Second World War the big band sound of ‘swing’ was the 
jîverwhelmingly popular jazz style in Britain. It was, after all, a commercial sound 
^specifically developed for dancing, and dancing was a particularly important part of 
jy ^ im e  culture. The popular dance style which came with swing waslhejitterbug, but 
this proved to be too acrobatic for British ballroom tastes, and in typical fashion it was
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tamed and codified, to go under the name of Jive -  “as clever as the Jitterbug was crude.” 
(Silvester, 1944, p.21).
According to Francis Newton (pseudonym of the historian Eric Hobsbawm) the 
very popularity of swing set up a reaction to seek out a more vemacular and less 
commercial sound so that jazz fans could continue to assert social exclusiveness through 
their music (Newton, 1961, p.243). To this end, revivalist jazz, based on the style of New 
Orleans in the1920s, was well established in Britain by the end of the war and during the 
late forties there was a marked spread of jazz clubs throughout the country. It is difficult 
to be certain of the class base of the public for revivalist jazz: Newton writes that it was 
predominantly lower-middle class, and mainly a young, male audience, below the age of 
twenty-five (Newton, 1961, p.229).
Much slower to take root in Britain was ‘modem jazz’, only being obvious from 
the mid-fifties, and then as an altemative to the popularity of revivalist jazz. Modem jazz 
was a ‘ cool ’ jazz, which maintained a more exclusive public through its difficulty. It was 
also, at roughly the same time, associated with the ‘beat’ poets in America, although the 
poetry and jazz combination did not acquire any importance in Britain until the 1960s.
The roots of modem jazz are in ‘bebop’, which was a movement of black 
American musicians in the early 1940s. Bebop, or ‘bop’, was a challenge both to the 
commercialism of swing and the perceived ‘Uncle Tomism’ of the New Orleans style. 
It was an individualistic, non-dance band style which aimed to be impervious to its use 
by white commerce. However, Bop did have a commercial appeal, and the effect was 
the ‘cooling’ of jazz and the encouragement of more academic styles of playing and 
arrangement, with academically trained white players coming to prominence. In the late 
forties and early fifties, ‘West Coast’, ‘symphonic’ and progressive jazz were all
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varieties of the perceived shift of cool jazz towards art-music. This was the movement 
which had impressed Peter Craig-Raymond into making the comment quoted on page 
218.
The effect of jazz upon ballet had already been established in the 1930s, deriving 
both from the influence of jazz upon the social dance of society and on the style of 
dancing on the musical theatre stage. The popular social dances of the 1920s, the 
Charleston and Black-Bottom, had come from black urban dances of the southern United 
States, with roots further back in African culture (Steams, 1979, pp. 110 -  112). The 
route of mediation was stage performance, white American dancers learning from black 
American dancers, and the dance-hall versions were obviously both simplified and made 
less erotic.
For a number of years from 1926, black revues from New York, entitled 
Blackbirds, went into aimual editions which often had London seasons. This popularized 
both jazz music and the vemacular dancing which had developed in parallel. Buddy 
Bradley, the black American dancer and Broadway dance director, choreographed 
numerous London shows including the famous Charles B. Cochran revues. Bradley’s 
style was based in the vemacular dances of his native South, and in the Harlem jazz 
‘hoofing’ which he acquired when he arrived in New York. Frederick Ashton was also 
working as a choreographer for Cochran in the early thirties. Their meeting developed 
into a controversial collaboration produced for the Camargo Society, High Yellow 
(1932). A narrative ballet about life and love on a Caribbean island, it took its name from 
a much copied dance-act for a ‘High Yaller’ (i.e. one of mixed raced) pimp, 
choreographed by Bradley in 1929, which was itself based upon the unparalleled pelvic 
virtuosity of Earl ‘Snake Hips’ Tucker, whose signature motif was apparently much in
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evidence in the choreography of the ballet (Kavanagh, 1996, p. 150). In his ballet Les 
Masques ( 193 3) for the Ballet Club, Ashton used the ‘ Snake Hips’ motif for the character 
of a Negro lover, and in 1940 Ashton added ‘Foxtrot’ to his popular ballet Façade 
(1931), incorporating memories of the Charleston, Black Bottom, and Snake Hips 
(Edwards in Drobinski, 1997 [video]).
Jazz music and dance captured the spirit of the first half of the twentieth centuiy, 
witii its urban pace, rhythmic drive, and sensuality. Ashton’s appropriation of corporeal 
ideas from jazz dance is suggestive of the pressure from the normative society by which 
the subversive music and dance was made safe for the middle-class. In particular, the 
1940 incorporation into Facade is a gentle, nostalgic reminder of the carefree world 
before the war. There is no power to shock or disturb.
It will be noticed from this account how jazz has been used to constitute social 
and class differences. Jazz appealed to high society in the twenties and thirties, hence 
thepossibility of High Yaller. with its jazz-based score by Spike Hughes, at the Camargo 
Society where Maynard Keynes was treasurer. In the postwar decade, jazz acquired a 
predominantly lower-middle class image, according to Hobsbawm. It was the modem, 
.progressive and ‘symphonic’ jazz, crossing over into high culture, which put jazz back 
.within the orbit of the ballet repertoire.
In the summer of 1952, John Cranko led a small company of dancers on a two- 
„week season to the tiny Kenton Theatre at Henley-on-Thames which had been leased and 
renovated by his friend and collaborator, the artist John Piper (see Chuter Three, p. 108 
-  109). Amongst the dancers in the group was Kenneth MacMillan, then a Sadler’s
: Wells Ballet dancer.
Cranko’s repertoire was suitable for this semi-holiday atmosphere. Although
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most of the short works on the programme were performed to two pianos, in 
arrangements by John Lanchbery, it also included Dancing, to music by the British jazz 
pianist George Shearing, performed on disc. In the scenario, MacMillan’s character 
discovers an old gramophone and some records. Each record that he plays -  each one 
being by Shearing -  initiates a new dance from members of the cast. Although clearly 
just an occasional piece, Peter Williams considered that this was “one of the best light 
ballets in the English repertoire”, with “more invention than almost all the light 
American works rolled into one.” (Williams, 1952a, p.21)
While at Henley, MacMillan became friendly with a young member of the 
audience who was also a jazz enthusiast and this connection encouraged MacMillan’s 
interest in jazz, including recordings of Stan Kenton’s band (Thorpe, 1985, p.21). 
MacMillan’s first choreography. Somnambulism, was produced the following year at an 
evening of apprentice work given by the Sadler’s Wells Choreographic Group, set to 
pieces recorded by the Kenton orchestra The music was considered to have been 
ideally suited to his theme of Somnambulism, which dealt in nightmares of ‘Anxiety’, 
‘Premonition’ and ‘Monotony’. This was immediately seen as a work predicting an 
important choreographic talent, but it was several more years before Somnambulism 
could be professionally produced, because of problems of music copyright.
MacMillan’s second work for the Choreographic Group, Fragment, was also to 
Kenton’s music, but MacMillan considered this to be a matter more of “expediency”, 
since he did not have enough time to prepare anything else, rather than of a fixation on 
Kenton (Thorpe, 1985, p.22), but his first choice for score had also been jazz influenced
4 It appears to be simply a coincidence that the theatre at Henley-on-Thames was also called 
the Kenton Theatre.
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-  Gershwin’s Piano Concerto in F. His next work, Laiderette (1954), was made to a 
score by Frank Martin, and thereafter MacMillan showed no tendency to return to real 
jazz scores, but he frequently worked to music of the most important twentieth-century 
composers of art music, especially Stravinsky, who had themselves been influenced by 
jazz.
Cranko and MacMillan made their few works to jazz music, under particular 
circumstances. In Cranko’s case, he was putting on a light and accessible programme for 
an unsophisticated audience. In MacMillan’s case, it could be surmised that he was 
looking for music with which he was comfortable in his first two forays into 
choreography. The music of Shearing and Kenton often comes into the category of 
progressive or ‘symphonic’ jazz which had shifted towards the techniques of art-music, 
and thus had become valid as a medium for ballet, while continuing to be grounded in 
the practices of popular culture.
It cannot be argued that ballets to jazz music represent a major tendency within 
choreography in the 1950s. Rather, it can be suggested, taking these works by Cranko 
and MacMillan as examples together with others from later in this chapter, that some of 
the new generation of choreographers were using high art/ popular art crossing points, 
including progressive or ‘symphonic’ jazz, as a way of pursuing a style which was in 
keeping with contemporary life.
AMERICAN INFLUENCES ON BRITISH DANCE: THE POSTWAR DECADE
It is often asserted that the postwar decade was characterized by anti-American 
feeling in Britain (e.g.Hüüer, 1975,p.77-78). As detailed in the discusaWabove, the 
cultural critics made the connection between what was slick, materialistic and low
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quality, with American commodity culture. Consumerism in the American fashion had 
been established in the 1930s but was arrested by the years of austerity, while in America 
modem consumerism had continued, making the differential between the two cultures 
so much wider. The events of the war created a new context within which came the 
criticisms of the belated entry of the USA into the war, antagonisms which had 
sometimes been felt towards G.I.s stationed in Britain, and the unhappy position of 
Britain, in constant debt to the new superpower.
The USA was culturally as well as politically confident. Many of the most 
influential modem artists who left Europe during the 1930s, including Fernand Léger, 
Max Emst, André Masson and Piet Mondrian, went to New York. Still the most 
influential composer of the century, Stravinsky also based himself there from 1939. 
During the war years, American intellectuals were already predicting that Europe’s 
cultural ascendency was over, and that it would pass naturally across the Atlantic 
(Guilbaut, 1983, p.55).
The new movement of American painters, later to be known as abstract 
expressionists, were promoted by artistic and political institutions including the CIA as 
a new intemational style which carried connotations of individual ffeedom(Cockcrofi,
1974). In the late forties it was clear that New York had inherited the mantle of Paris 
a s  the world centre of modem art. America’s economic and political status, and in 
p^icular the tensions of Cold War politics, enabled and directed a  cultural infiltration
of American art throughout Europe.
The postwar decade offered London a rich variety of American theatre dance. 
Firstly, while it now housed a  newly recognised national ballet, Covent Garden became 
host to even younger ballet companies fi:om the USA. Ballet Theatre, established in
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1940, performed for its first season at Covent Garden in 1946, under the name of 
American National Ballet Theatre, and performed there again in 1950. George 
Balanchine’s New York City Ballet, founded as Ballet Society in 1946, performed its 
first London season in 1950. With both companies, attempts at traditional ballets -  
classical excerpts or Fokine’s Les Sylphides -  were generally considered by critics to be 
out of sympathy with the correct style. As discussed in Chapter Four (p. 181), the 
psychological ballets of Antony Tudor had a mixed reception. Balanchine’s plotless 
works initiated debate and controversy. Amongst the critics he had his ardent supporters 
who saw him pushing classical technique into new and contemporary directions, while 
others found the divorce of dance from narrative was ultimately sterile. The real 
successes with London audiences were the ‘Americana’ ballets -  Jerome Robbins’ Fancv 
Free (1944) about three sailors on shore leave; Agnes de Mille’s Rodeo (1942), Billvthe 
Kid (Loring, 1938) -  and works like Jerome Robbins’ Interplav (1945), which embodied 
the high-energy approach of the American dancers.
In Britain, then, American ballet was most appreciated when it was self­
consciously nationalistic, whereas when Sadler’s Wells Ballet went on its successful 
American tours, its defining style was found in its productions of the nineteenth century 
classics, representing the European tradition. In a sense, then, the ballets companies of 
Britain and America were most appreciated when they were representing the different 
heritage of the two continents, and this difference was relished on both sides of the 
Atlantic. American culture, as staged by its ballet companies, was recognised for a 
vitality which delighted and challenged Britain in the postwar decade.
The same was true for musical theatre. American musicals stormed through 
London in the postwar decade. It was not just because they were American that made
- 229 -
them remarkable and popular. There was nothing new about the interchange of musical 
theatre between the West End and Broadway. The two factors which made these 
musicals significant for the dance press were the high-energy level of the choreography 
and the way the dance numbers were central to the plot. Furthermore, the choreography 
was by some of the most important choreographers of America (see Appendix XIV). The 
work of Agnes de Mille and Jerome Robbins for the ballet stage had already been seen, 
but work by modem dancers Hanya Holm and Helen Tamiris had not been seen before 
their musical stage choreography arrived.
The first of the new musicals was Oklahoma! (Rodgers, Hammerstein, 1943), 
with choreography by Agnes de Mille. De Mille apparently had a hand in developing the 
narrative of Oklahoma! (Stone, H.,1954, p.l 1), and so the dance element became 
essential to the understanding of the characters. The dance highlight was the first act 
finale ‘Dream Ballet -  Laurey Makes Up Her Mind’ which made an essential 
contribution to the story and to the understanding of the characters. In Carousel, de 
Mille’s ‘Beach Ballet’ established Louise’s relationships and character. In Brigadoon. 
another de Mille conception was the dancer who was present at all important dramatic 
moments, whose significance became apparent when she performed the Funeral Dance 
in Act II.
In the history of musical theatre, Oklahoma! is therefore an important work which 
points up new possibilities for dance in performance. Its great success on the London 
stage was also considered to shake at the roots the notions which British musical theatre 
had worked with. The attack and vitality of the dancing were continually commented 
upon in reviews. Apart from issuing a challenge to British musical theatre, it was seen 
as meaningful within the context of the time. Considering its impact when it closed after
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more than three years, Beverley Baxter, a Member of Parliament who was also a theatre 
critic wrote:
To the Americans it was a thrilling part of their own story 
as a nation, the birth of a state. To us in this blessed but 
beleaguered island there was a sub-conscious realisation 
of the unbounded, unexpended vitality of this new world 
power, the United States of America. ‘Oklahoma!’ was 
more than a theatrical production. It was a symbol. It was 
because of this feeling that a month or so later I invited 
the whole cast to visit the House of Commons.
Baxter, 1950, p.29
It is not clear to what extent the meaning of the new American musical was also
construed as pointing to an inferiority in British performers. Clearly British dancers were
recruited, but it would be quite difficult to assess the degree to which the local cast was
strengthened by dancers from abroad who were temporarily based in Britain. For
example, there was a Canadian dancer Don Gillies  ^ in the cast of Carousel, who was
later to perform with Sadler’s Wells Theatre Ballet and choreograph for Ballet
Workshop, and yet a number of critics reported that the chorus was all British (e.g. Price,
1950, p. 14). In London to supervise rehearsals of Kiss Me Kate. Hanya Holm was
quoted as saying of the chorus girls:
Few of them are supple enough, expressive enough. They 
just don’t know how to put dynamic energy into their 
dancing.
‘Setting Fuse to Dynamite’, 1951, p.7 
In a thoughtful contribution to the inevitable comparisons between American and 
British musicals, Frank Jackson identified “the debased status of so called “musical
) A Conservative Member o f  Parliament since 1935, Beverley Baxter was in fact a C ^ d ia n  
by birth, with an inter-war career in major British newspaper editorships. It may be that his origins 
contributed to his reading o f  the situation.
6 Don Gillies, the Canadian dancer/choreographer, is not to be confused with Don Gillis, the 
American composer who features in the case study in this chapter.
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comedy” dancing”, as the problem, rather than the quality of British choreographers and 
dancers (1950, p. 15). Dance in the old musical comedy style was a technically 
undemanding combination of movements from tap, ballet and ballroom dancing. 
Unsurprisingly, therefore, Jackson sees British choreographers as making the “least 
possible demands on audience and dancers” (1950, p. 16) Comparing Carousel with the 
current British musical Golden Citv. choreographed by Robert Helpmann, Jackson felt 
that improvements had not gone far enough since the stimulus of Oklahoma!.
Jackson can see that what makes the American musical theatre choreography 
fundamentally different is its development of specific and demanding techniques, citing 
in particular the numbers by Helen Tamiris in the revue Touch and Go. However, in 
appreciating that American modem dance of the 1930s is a component in the 
development of the musical theatre choreography of de Mille and Tamiris, he is still 
ignorant of the profound gulf between the modem dance of Martha Graham’s dance 
company and dance for the musical theatre. He believes that a visit from Martha 
Graham would encourage the study of modem dance “and then we shall be on the way 
to solving our problems in the realm of musical comedy.” (p. 17)
During the next few years such misunderstandings began to be clarified. 
Graham’s first, controversial London season took place in 1954. There were also some 
moves towards improving training for stage dancing, with the Imperial Society of 
Teachers of Dancing introducing a new syllabus in 1956, under the guidance of Louis 
Conrad, who had appeared in Kiss Me Kate and other West End shows.
While some British musicals tried to copy the American model -  for example 
Love from Judv ( 1952) has a plot-enhancing ballet as in Oklahoma!. -  others recaptured 
the old musical comedy style. The Bov Friend (Sandy Wilson, 1953), and Salad Days
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(Julian Slade, Dorothy Reynolds; 1954) were theatrical phenomena of the early 1950s. 
Significantly, both were written for theatres outside the West End -  for the Bristol Old 
Vic and the Players’ Theatre, Charing Cross, respectively -  where an intimate style was 
still in place. Both managed to transfer successfully to West End runs of five years or 
more, indicating that public taste had not turned exclusively to the hard-hitting American 
musical.
Americanization, popular culture and youth can be seen as a triad of interlinked 
ingredients of culture in the postwar decade, injecting energy into a way of life which 
often seemed drab and sluggish: this was the positive effect in a somewhat complex set 
of reactions. On the negative side, cultural critics were bewailing the ensuing loss of 
elements of the national culture which were seen as defining the national identity. In 
dance, the cultural confidence of American ballet and musical theatre was felt 
particularly strongly. It was gradually appreciated that the future for dancers on the 
musical stage would entail learning American techniques. In the ‘high art’ sector the 
picture was more complicated. The British national ballet style was carefully guarded. 
There was an ambivalence about the choice between popularity and elitism. However, 
some choreographers were tapping the vitality of American and popular cultural forms 
in music and dance technique, as will be seen in more detail in the following case study.
The case study which will follow takes Michael Chamley’s Symphony for Fun 
(1952) as an object of particular research for a number of reasons. Primary sources of 
the period give him a particularly high profile as a young choreographer with a promising 
future. He was one of the three choreographers chosen by Frank Jackson for the book 
entitled They Make T n m n rrow ’s Ballets (1953 ; the others were Cranko and Jack Carter).
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It appeared for a while that his prospects were as good as Cranko’s, which is all the more 
surprising considering that none of his work remains in any repertoire. Above all, he was 
favourably given the image of a choreographer who would be able to bring together those 
three worrying pressures of the early fifties -  youth, popular culture, and American 
influences.
An account of Chamley’s eclectic career may be used to reiterate themes which 
have occurred in this and previous chapters \  His first serious training seems to have 
been on a short scholarship with Kurt Jooss at Dartington Hall in the late thirties. 
Following this, he was given a scholarship to the Sadler’s Wells Ballet School and 
danced with the Sadler’s Wells Ballet, the New Russian Ballet and the Anglo-Polish 
Ballet before joining Ballets Jooss in 1944. On tour to America with Ballets Jooss, in 
the late 1940s, he left the company. His experience as a free-lance dancer in America 
included dancing in a film with Katherine Dunham, and appearing in a Broadway 
musical. Inside U.S.A. choreographed by Helen Tamiris. He also broadened his training 
by taking classes with Adolph Bolm, Martha Graham and Hanya Holm, and did his first 
choreography for television shows.
Thus, by the time Chamley returned to Europe in 1949, he was equipped with a 
variety of styles. Besides the Central European modem dance and classical ballet in 
which he had been trained in Britain, he had gained some practical knowledge of 
American modem dance and of dancing in the commercial theatre as practised in 
America. T h is  range can be seen as quite unusual for the time. Although a  number of 
^ c e r s  had danced both with classical ballet companies and Ballets Jooss during the
7 This account is based upon biographical notes made by the dancer and photographer Jennie 
Walton with Chamley’s cooperation shortly before his deatli, and now in the archive o f  the English 
National Ballet (File: ‘Michael Chamley’).
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war, and although by the late forties British dancers in L o n d o n  were experiencing the 
choreography of the new American musicals, to have taken classes in American modern 
dance was still rare. The various dance studios of New York were not yet seen as the 
attraction they were to become from the late 1950s onwards.
Back in Britain Chamley worked as choreographer and dancer in the cominercial 
theatre. His first ballet for the concert dance stage was Preludes (1950) for the small 
company Ambassador Ballet. In 1951 Ballet Workshop commenced operations. This 
was responsible for his breakthrough into mounting works on established ballet 
companies. In this phase of his career, it can be seen once again how important the small 
companies and platform organisations like Ballet Workshop were in nurturing new 
choreographers. One of the four works he presented there Movimientos (1952), was 
taken into the repertoire of Ballet Rambert, and it was also instrumental in getting 
Chmnley a commission from Festival Ballet, which resulted in Svmphonv for Fun, the 
sî^ject of a case study in this chapter. Chamley’s choreographies for Ballet Workshop 
showed that his movement vocabulay was modem, rather than classical, frequently 
including ‘Latin American’ movements. From this can perhaps be deduced that mobile 
tcffso and hip movements noticed in die film clip analysed below were generally apart 
o f his personal style.
He choreographed two more works for Festival Ballet, while pursuing a free- 
kmce career in the commercial theatre. Alice in Wonderland (1953) was an ambitious 
Ml-iength work which had mixed reviews. Homage to the Princess (1956) was not a 
success, and Çharnley did not choreograph for a  ballet cprr^any <q^m, #lthpugh he 
^ntinued to work in the commercial theatre. This ballet is sr^iificant to the^argument
® Thp ftthftr.s were No Lips o f  Coflifort, Bagâteilç, and Trio for One tall 1951).
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of this chapter as it also had a score by Stan Kenton. It will be discussed later in the case 
study (see p.251).
It is not necessary for the argument of this thesis to speculate as to the reasons for 
the stalling of Chamley’s career in company choreography. What is important is that, 
in the early fifties, he was seen as a choreographer bringing a new and invigorating style 
into theatre dance, drawing together all the techniques he had acquired in Britain and 
America, although some more conservative writers found his work too close to the style 
of the musical stage to be suitable for ballet company works.
Feeling around to describe the personality emerging through Chamley’s 
choreography, Jackson suggests that his primary concem is with living in the world, 
rather than contemplating the internal landscape of his own mind, and he finds a link in 
this between modem dance techniques and “contemporary problems and attitudes of 
mind”. Either the techniques turn the choreographer towards contemporary concerns, or 
the choreographer’s need “to come into closer contact with the world about him” leads 
him to the techniques (Jackson, 1953, p. 17).
The connection which Jackson makes may seem surprising considering the 
already established conception that modern dance was immured in pre-war concerns. 
Doubt has already been expressed (see p.232) as to how aware Jackson was, in these 
years before Martha Graham’s first London season of the true nature of American 
modem dance. Perhaps he took Chamley himself, or the musical stage choreography of 
Tamiris, de Mille, or Robbins to be typical of it. However, despite the concems one 
might have about the validity of some of Jackson’s choreographic comparisons, he 
clearly sees in Chamley’s work a kind of worldliness and contemporaneity which he 
wanted to find in the choreography of his day but found too infrequently.
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CASE STUDY
Symphony for Fun — Ballet in Fgnr Movements
Set to the music of Don Gillis’ Symphony Number Five and a Half 
Choreography by Michael Chamley Decor and Costumes by Tpm Lingwood
Overture for Sixteen - SUZANNE SAROVA, IVAN DRAGADZE 
PAULA GAREYA, PETER DARRELL 
ROSALIE VERNON, LOUIS GODFREY 
DAPHNE DALE, KEITH BECKETT 
JOAN POTTER, MICHAEL HOGAN 
SHELAGH FRANKL YN, PETRUS BOSMAN 
JUDITH WILLIAMS, WOLFGANG BRUNNER 
PAMELA HART, WALTER BURGESS
Sdberzofrenia - NOEL ROSSANA with LOUIS GODFREY, KEITH BECKET, 
WOLFGANG BRUNNER, WALTER BURGESS
Spifitual? ANITA LANDA, JOHN GILPIN with 
SHELAGH FRANKLYN, JOAN POTTER, 
PAULA GAREYA, SUZANNE SAROVA
Perpetual Emotion NOEL ROSSANA, ANITA LANDA, JOHN GILPIN with 
DAPHNE DALE, SHELAGH FRANKLYN, PAULA GAREYA, 
PAMELA HART, JOAN POTTER, SUZANNE SAROVA, 
ROSALIE VERNON, JUDITH WILLIAMS 
KEITH BECKETT, PETRUS BOSMAN, WOLFGANG 
BRUNNER, WALTER BURGESS, PETER DARRELL,
IVAN DRAGADZE, LOUIS GODFREY, MICHAEL HOGAN
m d  fçrnrnt frçm  first p$rf9rm prm  programme, Monday I 1952;
f y ttm i Ballet. perffm m B  at Egftival Hall, Bondan)
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TRACES AND METHODOLOGY
Svmphonv for Fun was a short, plotless ballet which became very popular with 
audiences. It lasted many years in the repertoire of London Festival Ballet, but has not 
been performed since 17 June 1962 (Pritchard, 1990, n.p.). During this period it appears 
to have passed out of the repertoire for a time, but was regarded highly enough to revive 
in 1957 with new costumes in the same original designs. Earlier in this chapter (p.216 
-  217). Anton Dolin’s populist artistic policy was examined. Svmphonv for Fun is an 
example of the effect of that policy on the repertory. As a short, cheerful work, it could 
find a place in a mixed bill of contrasting works, but also to complete the programme 
with the romantic ballet Giselle. In the 1950s, a two-act ballet was often presented with 
another ballet in order to give ‘value for money’. This stimulating contrast of moods was 
also an aspect of accessibility to general audiences. Svmphonv for Fun had many 
performances in the decade when it was in the repertoire of Festival Ballet. It received 
a considerable amount of critical attention, not least because Chamley was considered 
at the time to be one of the choreographers with a bright future, but the fact that his 
career in ‘serious’ theatre dance choreography stalled after the 1950s has meant that there 
have been no later biographies or considered critical assessments.
There are a number of photographs, mainly in black-and-white but a few in 
colour, in the archives of the company, now the English National Ballet, but not by any 
means as full in coverage of the work as those which helped so much in the study of 
Harlequin in April (Chapter Three). According to the Chamley biography in the archive 
of English National Ballet (see above p. 234), the ballet was filmed in 1962, while the 
company was perforaiing in Amsterdam, but nothing is known of the whereabouts of 
this film.
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There is, however, a very useful piece of film preserved in the Dance Collection 
of the New York Public Library, The American critic, Ann Barzel, shot a great deal of 
amateur film at performances and rehearsals. The footage of Svmphonv for Fun appears 
to have been shot from the wings during a performance, and notes in the catalogue state 
that this particular performance was at the Chicago Opera House in 1954. Barzel also 
reviewed a performance there (see p.249). There are approximately three minutes of this 
ballet, shot in black-and-white without sound. These three minutes are composed of a 
number of very short ‘takes’ which are selected from all four movements of the work, 
ending vdth a glimpse of the curtain calls. In spite of the limitations of this material, it 
has been very helpful, in conjunction with the photographs, in answering some questions 
about the movement material of the work.
One published colour photograph of a later cast (London Festival Ballet Trust, 
1980, n.p.) reveals a vibrant colour scheme (Appendix XV) which must have been an 
essential element in the impact of the work. The colours are unfortunately much 
distorted by strong light and shadows, but contrasting black and white costumes of the 
principal dancers, and the contrasting colours of the skirt linings of all the dancers are 
distinguishable.
Only two other colour photographs exist in the company archive. These show a 
few members of the original cast posed against the backcloth for a different ballet. In 
one of these, the four men featured in the second movement (see p.237) hold out the 
wide skirt of Anita Landa’s grey dress, showing its bright pink lining. In the other 
photograph, the same four men are teamed with the women from the ‘Overture for 
Sixteen’, again with Anita Landa. The important revelation of these two photographs is 
that the men are in four shades of blue from pale to dark, while the women are in shades
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of pink from pale to dark. Based on this knowledge, it can be assumed that there is a 
similar pattern of shading for the men in yellow and the women in green.
Since the photograph of the four ‘blue men’ and four ‘pink women’ has been 
annotated with the names of the dancers, it should be possible to suggest what shade 
combinations were made in the ‘Overture for Sixteen’ when the members of the 
ensemble were introduced in pairs. It is difficult to be entirely sure, but it does seem 
most likely that the shade combination was that the palest went with the shade next to 
palest, and the darkest with the shade next to darkest. This scheme promises some 
interesting colour combinations which must have been a significant part of the impact 
of the work.
Chamley’s choreography was to an existing score, the Symphony Number 5%,
subtitled ‘ Symphony for Fun’, composed by an American composer, Don Gillis, in 1947.
The close relationship between the mood of the score and the dance work is established
by the choice of that title. The notes to the recently issued recording (Corp, 1998) state:
it embraces the classical symphonic four-movement 
structure in some fifteen minutes without ever becoming 
weighed down with conventional symphonic seriousness.
Lamb, A., 1998, p.6
Gillis names his movements ‘Perpetual Emotion’, ‘Spiritual?’, ‘Scherzofrenia’, 
and ‘Conclusion!’. The movements of the ballet are named ‘Overture for Sixteen’, 
‘Scherzofrenia’, ‘Spiritual?’, and ‘Perpetual Emotion’. It therefore seems most likely that 
Chamley literally stood this little symphony on its head, making the last movement into 
his ‘Overture for Sixteen’, and then taking the movements in reverse order to make the 
ballet he wanted. Unfortunately the ballet company’s conducting score has been lost, so
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it is not possible to verify this. Nevertheless it is the assumption which has been 
followed in the description of the work which follows.
The music itself raises a number of questions about the choreography because it 
is so self-consciously ‘American’, or “aggressively American” as one critic would put 
it (Clarke, 1958, p.433). It condenses references to numerous genres of American music 
including a ‘hoe-down’, Negro spirituals, and the ‘big-band’ sound of swing. How did 
Chamley deal with that in his choreography, and was the result a ballet which might have 
been understood by audiences and critics as making reference to America?
At the same time, other interpretations of the work need to be addressed, for as 
will be seen later, its youth, accessibility, and contemporaneity were also considered as 
essential to the work’s appeal. These are the areas on which this case study will 
concentrate.
SYMPHONY FOR FUN: A DESCRIPTION FROM THE SOURCES
This description of the work as it unfolds through time is based solely on the 
sources outlined above. For the sake of clarity, the names of the soloists in the original 
cast will be used. Discussion of the movement material as observed from the film is 
generally kept together at the end of this section.
Descriptions of the music are based upon the recent recording (Corp, 1998 [CD]), 
in the knowledge that the music may not have had the same qualities when performed for 
the ballet. The original orchestration gives the dominant role in the carrying of themes 
to the woodwind and brass sections, with strings mainly used in a supporting capacity.
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This gives the music its distinctive sound. The balance of instruments, tempi and 
performance style may well have been different when arranged for a conventional ballet 
orchestra.
‘Overture for Sixteen’ (last movement in the symphony score)
The curtain rises on a bare stage backed by Venetian blinds, almost the whole 
width of the stage. The dancers behind the blinds are seen in silhouette. They enter in 
pairs “each with a different method of approach, rather in the manner of Ashton’s Les 
Rendezvous.'"' (Williams, 1952b, p. 13) The first two couples are in the green/yellow 
combination of colours, the second two in the pink/blue combination, and this pattern is 
repeated.
The music is in a fast After an introduction of 7 bars of semi-quavers, building 
the tension, the main theme is announced fortissimo in the brass section. This has an 
invigorating, dotted, galloping rhythm which has a hint of the prairie about it! This 
theme is thrown between brass, woodwind and strings, with a syncopated pizzicato 
accompaniment. This rumbustious section is followed by the contrasting second theme 
which is gentler, with a somewhat oriental flavour, stated in an oboe solo (8 bars after 
E). A third theme is a rhapsodic clarinet solo with jazz inflections (H). The music 
conveys a good-natured mood of rivalry, high spirits and rhythmic urgency, with 
fortissimo sections breaking into the more lyrical passages and the brass contrasted with 
the more delicate voices of strings and woodwind.
Photographs and film show different duet sections, some of whichaie watched
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by other dancers seated in a semi-circle. Each duet is a cameo of a relationship. A girl 
squeals with delight as she is lifted; a boy and girl are tongue-tied in each other’s 
presence; a girl brushes off her boy friend’s advances.
‘Scherzophrenia’ (third movement in the symphony score)
As the title suggests, the second movement of the ballet is musically 
‘schizophrenic’ -  a mixed bag of references to different musical genres. The opening 
makes use of two opposing motifs: 3 bars of triplets in the strings, which call to mind 
the Scherzo from Mendelssohn’s incidental music to A Midsummer Niehts’s Dream, are 
followed by a one bar syncopated reply from the woodwind. This is not only a contrast 
but a musical non sequitur. Woodwind continue (A) in the same jazzy style as the 
second of these opening ideas. A further interjection of the scherzo theme is interrupted 
by a bar of Gershwin-like street bustling music (4 bars after B). There is a rumba section 
(F), and then (I) the orchestra becomes a swing band. After the final statement of the 
scherzo theme (L), there is a theatrical ending which seems to come straight out of 
burlesque: the orchestra climbs slowly to its highest note, followed by an ironical 
anticlimax.
In this movement coloured light effects are played on the Venetian blinds. The 
female soloist, Noel Rossana, in the white dress, skirt lined in black, performs “a zany 
dance with four boys which is the full midsummer madness.” (Williams, 1952b, p. 13). 
The four men are in shades of blue. In the character of the popular ‘campus queen’, she 
mimes putting on make-up and flirts with them (Barber, 1952, p.4). Finally, the girl 
frignds drag the boys away.
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‘Spiritual?’ (second movement in the symphony score)
The lights dim for this movement, and clouds scud across the Venetian blinds. 
Musically it is the most straightforward of the movements, and the only solemn one. It 
takes a spiritual-like air, much as Dvorak did in his Svmphonv no. 9. ‘From the New 
World’(1893). The theme is ‘sung’ in various woodwind solos, with musical pauses to 
add emphasis. There is a short bridge passage (D) where a slightly faster lyrical line in 
the woodwind loops upward, to be answered by a deep strong chorus-like response of 
two bars from full orchestra, before the main theme returns for the conclusion.
This was described as a soulful pas de deux, which “expressed the romance and 
absurd seriousness of young people in love.” (Barber, 1952, p.4) The male principal 
makes his first appearance here. There is no more than a glimpse of John Gilpin 
performing this role on the film, but it shows broad, sustained movements which 
complement the musical theme. The second female principal (Anita Landa) features 
here in her grey dress, and they are accompanied by the four women in shades of green. 
Black lacy shawls are worn by all the women in this section. At the end of the movement, 
Rossana joins Landa and Gilpin on the stage and other dancers are once more seen 
silhouetted on the blinds, arms stretching up above their heads.
‘Perpetual Emotion’ (first movement in the symphony score)
This final movement involves the whole cast in fast and furious activity. The title 
is obviously a pun on the musical termperpetuum mobile. The music is marked “Quite 
fast -  In a gay manner”, and there is a sense of continuously being moved on by it. The 
opening theme is raucous and racy, and an insistent quaver and semi-quaver motion is 
nearly always present under the tune. One of the devices which keeps the musical 
tension rising is the repetition of a motif higher each time. With hints of variety theatre
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and film music, this is far from what would normally be expected of ballet music.
The main prop is a rubber ball which Landa brings into the action in a number of 
ways. At one point, three men leap up to her and kneel in a line. She drops the ball on 
their heads in turn. Rossana is the centre of attention for Gilpin. This appears to be the 
first time that they dance together, and the first time that the complementaiy colour 
combination of their costumes is seen. The final moments are shown on film. The whole 
cast criss-crosses the stage. They go upstage to downstage with steps and claps, and 
across the stage with leaps. Everyone except Landa executes a fall on a downstage 
diagonal, and she is left with her ball. She bounces it once, and then taps it up with the 
palm of her hand. This appears to be the last moment of the work.
In general, the style of the choreography as revealed in the small amount of film, 
and to a certain extent by the photographs, seems to have most in common with the kind 
of vocabulary which would be used for choreography on the musical stage. Movements 
which could be interpreted baileticaliy are deliberately modified. Arm movements avoid 
anything conventionally balletic: there is a tendency towards straight arm designs, but 
sometimes there is an informality in the way in which they are used. Multiple pirouettes 
are used to dazzling effect, but often they are taken with the knee in parallel. Forward 
leaps are relaxed and describe a gentle curve in the air rather than being classically 
stretched. Noel Rossana’s role is the only one choreographed for pointe work.
Other movements show a clear attempt to exploit the possibilities of modem 
dance style. Some steps sequences are performed with one hip leading the torso. 
Another moment shows a distinct inward rotation in the hip socket. However, although 
the same movements might be dynamically emphasised in jazz dance, if the film can be
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believed, there is a tendency to soften their impact in the performance of this 
choreography.
There is some flexibility in the way in which the torso is used. A number of 
critics mentioned the use of ‘contractions’, but there is nothing to be detected in the film 
or photographs to indicate the kind of modem dance contraction which would later be 
seen for the first time in London when Martha Graham’s company came in i954. What 
may be referred to here is the movement which Gilpin is performing in the coloured 
photograph (Appendix XV). There is a shortening of the torso between the shoulders and 
waist, and also laterally between the shoulders, but also a pronounced forwards motion 
in the upper body. This would have been all the more obvious to the audience in 1952 
because it was such a departure from the classically vertical spine. However, it may be 
that the accented dynamic of the real jazz contraction was not present. Some of the torso 
movements show an influence from Latin-American dancing: there is some shoulder 
shaking, and some of the men have a phrase where they rotate their hips, one hand on 
midriff, one arm bent over the head.
One of the most persistent impressions from the visual material is of the quirky 
humour of the choreography. In the Overture, a pirouette in arabesque vrith a very low 
leg finishes with a falling step across the body and then some bouncing steps sideways 
with arms pumping up and down at the front: this final movement injects a burlesque
quality into the sequence.
There are several instances of ‘funny walks’. The following sequence is worth 
describing in detail. Each time that Landa bounces the ball on the head of one of the men 
(in ‘Perpetual Emotion’), she turns a small circle, with childish flat-footed steps. After 
the third head is bounced upon, she performs a kind of resigned ‘shrug’ with head and
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shoulders bending sideways, and legs performing a kind of demi-plié in turned out first 
position, but with heels coming off the floor. The men answer with the same movement 
and trot away from her with the same combination of turned out bent knees, on half toes.
The visual evidence suggests an overall tendency for the choreography to be 
spatially expansive. The straight arm designs are very often matched by legs, and 
sideways kicks and leaps. Although one photograph shows Gilpin and the women in 
‘Spiritual?’ in a curved body design, the tiny film clip of the movement shows Gilpin 
leaping sideways and making sustained movements with quite a broad body shape. In 
‘Perpetual Emotion’, the spatial expansiveness is further expressed through many 
crossings of the stage and ensemble exits and entrances. It can be imagined that this 
spatial characteristic would add to the excitement and confidence which audiences found 
in the work.
MEDIATING YOUTH AND AMERICA
It epitomised accurately and humorously the feelings and 
tempo of the young people of today and if, as I hope, it 
still survives in ballet repertoires in 50 years time it will 
present a clear picture of the teenagers of 1952.
Fletcher, 1952, p.6
Virtually without exception contemporary writing about this work assigns to it 
this meaning: it is a ballet about youth. This was not only due to what could be seen in 
the choreography. Although no press releases have been found, there is a consistency 
about the reviews which suggests that the company made this a feature of their publicity. 
Newspaper columns make much of Chamley’s youth and emphasise that he chose the
9 Chamley was bom in 1922, and was therefore around 30 years old, whereas newspaper 
articles at this time were giving his age as 26.
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most youthful dancers for his cast. The image was further enhanced by having the cast’s 
hair cut short in the most fashionable style (‘They lost their hair’, 1952, p. 17).
It can be seen that the image of youth which was exploited by the company and 
received by the public was an entirely positive one. The work was created before the 
moral panic about youth, described earlier in this chapter, had set in. One could say that 
the image which the ballet expresses is of youth finding its own very special niche in 
society, but before the structures associated with the teenage market were fully in place. 
It would be interesting to speculate about a possible change in the reception of Svmphonv 
for Fun towards the end of the decade. This must remain pure conjecture. Perhaps there 
are a few more critical reviews in 1957 than there were in 1952, but those criticisms tend 
to be based on poor performances rather than being disillusioned with young people.
Chamley’s Svmphonv for Fun perhaps presented an idealised and not very 
realistic view of youth. The quirky humour, the fun with a rubber ball, the harmless 
flirtation, are all rather superficial observations. Perhaps the feature of the choreography 
which is most true to the nature of youth is its almost constant activity.
It was also a work which was interpreted as somehow American in style. It was 
“a frothy frolic in the Hollywood musical tradition” (Caiman, 1957) Many critics saw 
the dancers and the work as a portrait of the manners of American college students. The 
costumes of wide skirted dresses for the girls, calf length trousers and open necked shirts 
for the boys, were seen as “pseudo American Campus uniforms” (Hall, J., 1952, p.29). 
Noel Rossana’s character was dubbed “the campus queen” (Barber, 1952, p.4).
Chamley had chosen music which, as has been indicated in the description above, 
made reference to a number of American musical genres. In fact, Don Gillis is regarded 
as a composer with a deeply nationalist output, whose work included not only other
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nostalgie ‘Americana’ themes (e.g The Panhandle. 1937; Portrait of a Frontier Town. 
1940; The Alamo. 1944), but serious works with national themes (An American 
Svmphonv, 1940; Svmphonv of Free Men. 1941) (Ewen, 1982, pp.263 -  264).
Quite apart from characteristics of the music which might have led the audiences 
to interpret it as American, was there anything in the choreography which could suggest 
that? Chamley’s combination of influences from classical ballet and musical theatre 
dance was seen as being of American origin especially in the context of the huge 
contemporary success of the American musicals and the exchange between American 
ballet and modem dance choreographers and the musical stage. Chamley’s work was 
compared to that of Agnes de Mille and Jerome Robbins. However, the small amount 
of film available suggests a different kind of attack than would have been present in 
dancers more familiar with jazz dance styles. The accents which might have been 
present in torso or hip movements are not present. This might have been a result of 
dancers’ performance style rather than of Chamley’s choreography, but the result is a 
softening of effect.
Ann Barzel, reviewing the performance in Chicago, confirms that it appeared
quite reserved in style on the other side of the Atlantic.
The fun is slightly syncopated, but nothing as vehement 
as our jazzed up jokes. There is a delightful bit of 
nonsense with a rubber ball...
1954, p. 10
In the Britain of 1952, the ‘American’ style was a novelty on the ballet stage, but 
the passing of time, and more experience of American dance works, could reveal that 
what was being done was something with a native accent, rather than an import. Writing 
in 1957, and updating his interpretation, Clive Bames noted:
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perhaps this is in the performance -  underneath its 
American accent is an endearing hint of the Charing Cross 
Road, so it is peculiarly English like those American-style 
cockney crooners or drape-suits from Stepney.
Bames, 1957, p.41
This discussion has suggested that there were several ways in which the 
contemporary American culture was called to mind by Svmphonv for Fun, even though 
the style of performance was British. Like its projection of the image of youth, its image 
of America was a wholesome one, reminiscent of the youthful America depicted in 
college campus movies.
It would be wrong, however, to be too limiting about the way it was received by 
audiences. Peter Bassett who can record having seen Svmphonv for Fun at least nine 
times between 1953 and 1960, recalls how it communicated youth and modemity. With 
its grey and white Venetian blinds and contemporary costumes, it was particularly 
appropriate to the modem interior and furnishing of the Royal Festival Hall. He did not 
catch any references to America, not even in the music, although he admits this may be 
due to his not being much affected by American culture at the time. Instead, he picked 
up Mediterranean or Latin-American references in the choreography and the black lacy 
shawls (Bassett, letter, 10 January 1999).
It was possible, however, to find the combination of youth, popular culture, and 
American influences disturbing. The review of Svmphonv for Fun in The Dancing 
Times quoted below is of interest because it is a precursor of Hoggarf s views from later 
in the decade (see p.215). There is an underlying implication that the American imports 
in popular culture are part of an overall lowering of the boundaries of taste, and perhaps 
a criticism of Dolin’s company policy.
Vice Chair o f  the Society for Dance Research.
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The work is no more than the title suggests and provides 
good entertainment for an unsophisticated audience. To 
the student of ballet it will appear very reminiscent of 
many American works, despite several original 
chorégraphie touches, for it exploits the modem musical 
comedy type of dance with its jiving, jitterbugging and 
contortionism. The dancers...enjoy themselves hugely 
and this is communicated to the audience. But it is not a 
work to be taken seriously and coming into a repertoire 
composed of masterpieces by Fokine, one fears for the 
effect its jerky and meaningless gestures may have on the 
dancers’ technique...
Sitter Out, 1952, p.7
In 1956 Chamley was again asked to create choreography which was to signify, 
amongst other things, youth and America. Festival Ballet had been invited to perform 
for the wedding celebrations of the American film star Grace Kelly to Prince Rainier in 
Monte Carlo. The original idea had been to honour the American link by doing a 
Gershwin ballet. Anton Dolin, artistic director of the company, states that it was his own 
idea that Gershwin did not express a sufficiently contemporary image, and that Stan 
Kenton should be asked to write the score instead (Hall, G.,1957, p.47). Kenton was in 
the midst of his first, sell-out British tour as this was mooted. He had not written a ballet 
score before, and had no time for it, so the compromise was that he selected some 
existing pieces which were then reorchestrated (Lee, 1980, pp.217 -  218).
Homage to a Princess did not have the success of Svmphonv for Fun. Perhaps 
Chamley was not able to achieve an integration between all the elements of the style. 
Photographs show the use of pointe work for all the female dancers, and that the 
costumes by the French designer André Levasseur made reference to the royal theme -  
the women’s hair is piled high and enclosed in a circlet which suggests a tiara, while the 
detailing on the men’s tunics suggests a rather courtly sash. A still photograph of the 
opening moment of the work, when the men are found in statue-like stillness in all
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manner of poses (Williams, 1956, p. 17) seems to work against the dignity implied in the 
costumes. It should perhaps also be mentioned that Kenton’s contribution to ballet music 
was considered to be significant enough for MacMillan’s Somnambulism to be included 
as an entry in a reference source on ballet music. The Decca Book of Ballet (Lanchbery, 
1958, pp. 171-173).
In order to establish that there is a kind of thread here, a further work should be 
mentioned, even though it comes outside the postwar decade. In 1958 Paddy Stone 
mounted a light work on Festival Ballet. Paddy Stone was a Canadian who had joined 
Sadler’s Wells Ballet in 1946 and been a featured dancer in Annie Get Your Gun in 
London. Subsequently he continued to be successful on the London musical stage. The 
new work for Festival Ballet was a plotless ballet, Octetto. arranged to Latin-American 
rhythms from a variety of composers. A BBC television transmission of John Gilpin’s 
Cha-Cha-Cha solo from this has fortunately been preserved (Capon, 1959 [video]). With 
its Latin-American-influenced hip swaying, and jazz-dance movements leading with 
outer side of thigh and hip, it is easy to see it fitting into any kind of variety show. At the 
same time virtuoso ballet steps are framed within this amalgam, providing an example 
of this strand of crossover culture between the ‘high’ and ‘popular’ applications of 
theatre dance.
These three works -  Svmphonv for Fun. Homage to a Princess and Octetto -  
illustrate a strand within Festival Ballet’s repertoire. Jazz music and jazz dance, Latin- 
American music and Latin-American movements, are used by choreographers with 
diverse backgrounds in ballet and musical theatre. Of the three, only Svmphonv for Fun 
and Octetto can truly be called ‘populist’. As has been indicated. Homage to a Princess 
had other reasons for being created, but shares with the other two the fact that youth was
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one of its themes and that a popular musical genre was selected to signify this. They all 
have in common that they are plotless works which are being located in the present, not 
through contemporary themes or visual realism like works discussed in Chapter Four, but 
through the creative use of popular genres in music and dance techniques. Popular 
culture, the vitality of youth and the influence of America are all celebrated rather than 
deprecated.
The South Bank Exhibition promised a future of new, ‘modem’ commodities, 
arts, and lifestyle choices but it was, by definition as part of the Festival of Britain, one 
which was restricted to British arts and commodities. It had to ignore the cultural 
ascendancy of the USA. In this respect, although the Exhibition predicted and promoted 
the move towards a commodity culture, it was inaccurate about the form it would take. 
American ‘high’ and popular arts were having a significant effect on British dance. 
While British ballet constmcted a reputation as the repository of the European heritage, 
American ballet and musical theatre dancing was bringing new influences from another 
continent to bear upon Britain’s dance culture.
The commodity culture brought with it a concern about the popular culture of the 
masses, which was not new in itself, but which acquired a particular meaning after 1945. 
Political and demographic change and the economic capacity of young people were 
destabilising to the normative culture, but they also offered an injection of new energy. 
Although one strand of opinion within the theatre dance community agreed with the 
concern of some major literary figures that elites had to continue to police the boundaries 
of taste, there was another attitude, which actively sought cross-overs between high and 
popular culture as a way of attracting a popular audience. Jazz, Latin rhythms, and
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musical theatre dance, all provided crossover points through which ballet companies 
could mediate a meaning of youth and modemity.
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CHAPTER SIX: 
CONCLUSION
This thesis began with a discussion of the importance of historical context to 
dance history writing. Since dance works are conceived and received within social, 
economic and political contexts there is an implicit necessity for the dance historian to 
be aware of the place of the dance work within the broader cultural context. While 
traditional dance histories have tended to ignore context, cultural historians have tended 
to ignore dance. The whole of this project, therefore, has been an enquiry into one way 
of integrating dance history into a general cultural history of a period. The postwar 
decade is the period in question, extending between the end of World War Two and the 
middle of the next decade, and a period presenting particular challenges to Britain as its 
world role changed in the face of financial predicaments, American hegemony and 
withdrawal from Empire. The aim has been to answer some fundamental questions 
about the degree to which the dilemmas of the postwar world figured in the culture of the 
period, in particular in its theatre dance.
There is another set of aims which are methodological and historiographical in 
nature. A main concept arising from Chapter One is that the existing secondary dance 
histories have had a structuring effect upon the canon of works and the perceived 
hierarchies of the dance institutions. This is partly a result of the cultural marginalisation 
of dance: there is a small market for dance histories and therefore it is the existing 
‘ greats’ which are written about. The possibility of challenging the existing canon is very 
limited and therefore it is reinforced, becoming the accepted wisdom, which has been
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referred to throughout this thesis as the normative history. This project has therefore also 
been an experiment in writing a non-normative dance history. This has not required that 
the established companies, choreographers and canon of works be ignored, but that there 
should be a deliberate investigation into the areas of dance activity usually relegated to 
the margins of history. A wide survey of dance companies during the postwar decade 
revealed a surprising quantity and diversity which challenged some of the received truths 
about the period. As examples, Celtic Ballet, Ballets Nègres, and the British Dance 
Theatre have been shown to be companies with distinct styles outside the dominant 
balletic culture. It has been the aim to suggest this diversity through the choice of dance 
works for detailed analysis, including some dance works which fall outside the 
established canon, rather than those which come with an existing label of worth.
Throughout the previous chapters, the Festival of Britain of 1951 has frequently 
been revisited in order to explore some of the main features of the cultural context of the 
postwar decade. It has been seen that the Festival did not offer a monolithic image of 
Britain in 1951, but instead it consisted of overlapping and coexisting statements about 
the nation’s identity and sense of purpose. On one level, this is a consequence of the fact 
that various interest groups were called upon to make an input into a thoroughly national 
event: the different perspectives of the South Bank Exhibition’s Presentation Panel and 
the Arts Council have been investigated as one example. On another level, there are 
some grounds for looking on the Festival as, though not a microcosm of the country as 
a whole, an indication that overlapping and contradictory elements would be a feature of 
the national culture as a whole.
The backward-looking and nostalgic complexion of postwar Britain is taken as 
axiomatic by cultural historians but, as the South Bank Exhibition shows, it is far from
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the complete picture. While the South Bank expounded a narrative of Land and People 
which had much in common with the mythologised ‘Deep England’, the overt agenda 
was a modernising one, emphasising the role of science, technology and modem design 
for the future of Britain. Nevertheless, the past exerted a profound influence upon the 
modernisers’ message. Neither the architecture nor the art of the South Bank was 
uncompromisingly modem.
The Festival of Britain has offered some illustrations of the complexity of 
characterising a period by its dominant trends. More than anything, it shows how 
opposing trends coexist: sometimes one disposition in the ascendancy, sometimes the 
other, and then sometimes a mutual accommodation between them. The South Bank 
Exhibition suggests a dialogue with both sides trying to answer the question -  what 
does it mean to be British in the postwar world? This dilemma is communicated though 
questioning the essence of national identity as well as advancing forms of ‘the modem’ 
appropriate to the postwar world. These two strands of postwar discourse were 
examined in dance and in the wider cultural background in Chapters Three to Five.
The debate on national identity divides into two strands, one of which explores 
an, at times, mystic relationship between land and people, and the other of which, like 
‘The Lion and the Unicom’ pavilion, is concemed to define the national character. 
Topographical and neo-romantic art and the mythologising of an idealised rural past were 
shown to be components of the former, while various definitions of the national character 
tended to agree on the central place of tradition, and national qualities of compromise and 
reticence. However these observations were questioned in Chapter Three, as they tended 
to ignore the characteristics of parts of the British Isles outside southern England, and the 
contributions of immigrants to the national culture. A further complexity is revealed in
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dance writing, for, while the national ballet was being theorised as having a fixed sense 
of belonging to the land of Britain, this was in tension with the intemationality of the art 
form and the fact that some British companies worked in other ethnic dance styles.
Harlequin in April (Cranko, 1951) was an Arts Council commission for the 
Festival of Britain and as such it could be expected to share some of the cultural concerns 
encoded in other aspects of the Festival. An analysis of the iconography showed that 
pan-European cultural references made it a work with an international meaning but that 
there was also a neo-romantic connection between land and people which evoked the 
specific cultural context of Britain in the postwar decade. While Harlequin in April was 
situated within a web of international cultural references. Pineapple Poll (Cranko, 1951) 
explored nationalist myth-making, fi*om Victorian times and earlier, around the figure 
of the British sailor, but those myths of national identity were seen to continue to be 
relevant in 1951.
Notions of modernity and tradition coexisted on the South Bank, but there was 
an overt agenda to direct Britain towards embracing ‘the modem’ in technology, art and 
lifestyle. Concepts o f‘the modem’ also called upon issues of national identity: not every 
influence firom abroad could be considered appropriate to the British character. British 
theatre dance found itself situated between European traditions and the new American 
hegemony, with the self-imposed task of the preservation of the European balletic 
tradition, and in a smaller way that of the European modem dance. Chapter Four asked 
how theatre dance addressed issues of ‘the modem’ in the postwar decade. The situation 
in dance was found to be very complex. There was both a concept of the post-Fokine 
‘modem ballet’ and of ‘modem dance’, both of which were essentially belonging to the 
pre-war period. Current trends were bringing in new forms. An important feature of the
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period was the revaluing of classical ballet technique in a new genre of ‘neo-classical’ 
ballet, relating to modem formalism though returning to classical roots.
Modem dancers, for example the British Dance Theatre directed by Hettie 
Loman, attempted to establish European modem dance in Britain in the postwar decade, 
but they remained on the fringes of dance activity, in spite of the presence in the country 
of two of the central figures of the movement, Rudolf Laban and Sigurd Leeder.
The discourse of ‘the modem’ in modem dance and ballet, revealed in dance 
writing, was found to be entwined with notions of experimentation in dance composition 
and the exploration of contemporary themes, including psychological and sexual issues. 
The controversies arising around such experiments suggest that the artistic climate was 
often restrictive to experiment and to the mediation of contemporary issues if the national 
decorum was breached.
A modem dance work -  Once I Had Laughter ( 1949, Loman) -  was reconstmcted 
from dance notation and its movement material analysed in the light of modem dance 
theory. It was seen that, although being part of the modem dance movement and on the 
fringes of mainstream theatre dance activity. Once I Had Laughter participated in the 
discourse about contemporary themes and inner states as discussed in the main part of 
Chapter Four.
One further implication of modemity was discussed in Chapter Five. A feature 
of the postwar decade is the beginning of the debate about the effects of commodity 
culture on the lifestyle and values of the British people. The advantages of new 
commodities for the British people was an implicit meaning of the South Bank 
Exhibition, but this commodity culture, which was a promise of release after ten years 
of austerity, was also deeply disturbing. Materialism, and in particular the domination
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of popular culture by the US A, was identified with the lowering of the boundaries of taste 
which had been so carefully policed by elites such as the Arts Council. In theatre dance 
there was a deep ambivalence to popular audiences. Although there was a widespread 
concern about the lowering of taste and the narrowing of the repertoire, the cultural 
context of the time gave greater prominence to youth and the energy which was seen to 
be residing in the American musical stage dancing to which London was exposed. An 
analysis of Svmphonv for Fun (Chamley, 1952) provided an example of a work where 
there was a deliberate use of jazz-influenced music, American references and popular 
musical theatre dance techniques to provide a crossover point where high and popular 
culture could meet. This was one way in which choreographers and audiences could 
embrace postwar modemity.
Centrally important to the thesis have been the four case studies of dance works. 
Each of the dance works was analysed with dance-historical methods appropriate to the 
work and the traces remaining. The iconography of Harlequin in April was analysed, not 
only in the set and costume design, but in the music and, as far as possible for a work 
which has not survived, in what could be deduced about its movement material. In 
Pineapple Poll, with movement material available in video form, it was possible to access 
the complete work and here to comment on Cranko’s use of the hompipe, and to make 
a detailed analysis of musical sources and references. Because it existed in notation score 
form, Once I Had Laughter could be analysed in detail, and a reconstmction was used as 
the basis for discussing its essential features with a member of the original cast. 
Svmphonv for Fun was represented by only a tiny section of film, but this, alongside 
music and photographs, was able to suggest something of its style. For all the case 
studies, contemporary writing and other primary sources were also examined.
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From the examination of each of the works, there emerged a sense that their 
makers were involved in the current discourses of national identity and modemity.
As conceptualised in Chapter One, the importance of context to the understanding 
of dance works cannot be allowed to detract from their status as works of art, distinct 
from real life and not illustrations of what happens in society. Analysis of the intrinsic 
material showed how each choreographer was in a dialogue with the history and 
traditions of the art, working from what had gone before as a basis for an individual style. 
In Cranko’s works, commedia dell" arte, hompipe and the demi-caractère genre of 
Massine and de Valois are just some of the ways he situates himself in the history and 
tradition of dance. In Pineapple Poll, the choice of music from the Gilbert and Sullivan 
operas very deliberately recalled a significant historical period, but also a whole 
repertoire of well-loved music and characters. In Once I Had Laughter there are 
influences from the choreography of Kurt Jooss, as well as the application of Laban’s 
theories of eukinetics and choreutics. The essence of Michael Chamley’s style is its 
eclecticism, so that Svmphonv for Fun displays a debt to the different styles of modem 
dance and ballet in which he has worked.
As well as being in a direct relationship to the works of the past, these works have 
also become part of the lineage, passing something on to future works regardless of their 
own ephemerality. Svmphonv for Fun, for example, has been located within a trend of 
ballets which incorporated elements from popular music and dance and which continued 
during the later 1950s. Cranko’s demi-caractère style, it could be argued, was 
perpetuated in a tradition of comic ballets with English settings within the Royal Ballet, 
including Ashton’s La Fille mal gardée (1960) and David Bintley’s Hobson’s Choice
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(1989). In Harlequin in April. Cranko appears to be feeling towards his later, mature 
style of symbolic works, including Presence (1968), which he would create in Stuttgart.
Of the four case studies, it is only Pineapple Poll which is in no danger of being 
lost to history. As a contribution to challenging the established canon of dance history 
works, it has been possible to undertake research which has at least brought some 
evidence about the other works into the public arena.
NEW PERSPECTIVES ON THE POSTWAR DECADE
It has been frequently suggested in this chapter that the Festival of Britain as a 
whole, and the South Bank Exhibition in particular, can provide useful models for the 
whole culture of a nation because they have been imprinted by competing and 
overlapping viewpoints. They serve as a reminder that, even though the interpretation 
of dominant trends is a prime historical task, this process will inevitably obscure other 
trends which may subsequently be labelled ‘minor’ or ‘insignificant’. This is especially 
problematic for dance, where the traces can be so ephemeral. As has been seen with the 
normative dance histories, the received truths work against recovery of the full picture. 
The more recent understanding of the historian’s task is to uncover the “varied and 
opposing voices” of history (Burke, 1991, p.6; see Chapter One, p.26). Participants in 
historical events have different understandings of the truth of the situation, dqiending on 
their own perspectives, and all are potentially ‘true’ for the historian.
What follows is therefore a model of theatre dance in society in the postwar 
decade which offers two altemative narratives, all based on the outcome of this les^trch. 
The first will he seen to conform to a view of the period which is eonsist^at with the 
view promulgated by the cultural historians reviewed in Chapter One and the second
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offers a somewhat different picture which challenges that view. These are only two of the 
possible ways in which the scenario could be formulated.
There is much within British theatre dance of the postwar decade to support the 
overview of the period by cultural historians, who tend to agree that it is backward- 
looking and unadventurous in ideas and in the arts. Robert Hewison characterises the 
period as one of ‘Mandarin values’ (Chapter One, pp.6 -  7), which reassert tradition and 
continuity as represented by aristocratic values. He believes that a main cause of this is 
the cultural defensiveness caused by World War Two, continuing in the face of the Cold 
War. Likewise, Arthur Marwick emphasises the consensual nature of the politics and 
the static dominance of certain artistic groups (Chapter One, p.9).
The main dance achievement of the postwar decade is that British ballet, which 
was only at a developmental stage during the 1930s, becomes recognized as an art form 
which has reached the highest international standards: the Sadler’s Wells Ballet becomes 
the national ballet in all but name and Frederick Ashton is acknowledged as the country’s 
leading choreographer. The Sadler’s Wells organization grows in size and importance, 
with the creation of a second company.
The Arts Council, embodying ‘Mandarin values’, subsidizes three ballet 
companies, these two plus Ballet Rambert, with continuous support, and aims through 
this to raise standards throughout the country. It gives increasing significance to the élite 
‘power house’ of Covent Garden, thinking of dance in terms of a hierarchical model 
based upon the Sadler’s Wells companies. The Sadler’s Wells Ballet becomes the balletic 
counterpart of the monarchy at the Royal Opera House, Covent Garden. In practical 
terms this not only provides the backdrop for state occasions, but from 1949, with its
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success in America, the company is seen as the nation’s most prominent cultural 
ambassador.
Ballet offers an escape from reality and an antidote to austerity to a new audience 
widespread throughout the country and this inhibits choreographic experiments dealing 
with contemporary themes. The increasing popularity of the nineteenth century ballets 
is a reassertion of the aristocratic tradition of ballet. Even small companies find it 
necessary to present scaled-down nineteenth century classics. There is a strong 
preservationist and conservative trend. Ashton revives the format of the nineteenth 
century classics in new, full-length narrative works.
The pre-war generation of ballet critics police the boundaries of taste, so that 
experimentation with the structure, material and themes of dance is unrewarding. 
European modem dance fails to gain acceptance and, when Martha Graham’s company 
is seen for the first time in 1954, there is little attempt to understand the foundations of 
her art.
With audiences and institutions favouring a conservative repertoire, and restraint 
and precision recognised as hallmarks of the ‘English’ style, the overall tendencies of 
British theatre dance reflect the traditional, consensual and unchanging values which, 
according to the cultural historians, predominate in other spheres of culture. As David 
Vaughan argues, even by 1956 there is no avant garde in British dance which could 
“shatter the complacency of the establishment” (1956e, p. 13).
Regardless of its negative aspects, this is not a boring or humdrum scene. It 
fulfils the needs of the time, projecting confidence and security at a period when these 
commodities are at a premium in political and social life.
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In the alternative overview, Britain has a varied and diverse dance culture, 
characterised by numerous companies of various sizes and styles. Some small companies 
like the New-Ballet Company and Ballet Comique of London attempt to create coherent 
repertories of contemporary works only. Techniques other than ballet are being used. 
Ballets Nègres has great success with its Affo-Caribbean dance-dramas; Celtic Ballet is 
founded in Scotland. European modem dancers such as Sigurd Leeder and Emest Berk 
continue to teach and perform, and now they are joined by modem dancers trained 
exclusively in Britain. The British Dance Theatre undertakes some professional tours, 
and the Contemporary Dance Theatre Centre becomes a platform for modem dance from 
Britain and abroad.
A new generation of choreographers is beginning to assert its independence and 
question the accepted models. In particular. Ballet Workshop provides a location for 
experiment where Jack Carter, Peter Darrell, Michael Holmes and Michael Chamley 
attract attention. Jack Carter’s stylishly original works include Ouverture (1952; a staging 
of Marcel Proust’s Du Coté de chez Swannl and an approach to dealing with sexuality 
in Psalmus Tenebrae (1953). In Common Ground (1954), Michael Holmes explores 
a realistic dramatic situation, taken from a contemporary murder case. His Palisade 
(1952) takes another theme untypical to ballet, that of the political prisoner, and works 
it out without recourse to conventional mimetic narrative.
Even in the Sadler’s Wells Ballet, dance works are exploring new themes. 
Frederick Ashton makes a move towards more neo-classical ballets in Symphonic 
Variations (1946), and goes still further towards formalism in Scènes de ballet (1948) 
John Cranko extends the range of the psychological ballet in works such as Reflection 
(1952), and The Shadow (1953), showing a thoroughly contemporary interest in states
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of mind as a theme for dance works. The possibility of making works in which there is 
an alliance between high art and popular culture is explored by Kenneth MacMillan in 
Somnambulism (1953), and this jazz-inflected ballet is hailed as the first work of a 
remarkable new talent. Using an eclectic style derived from musical stage dance 
techniques, Michael Chamley makes fresh and youthful works which are seen at Ballet 
Workshop and in the repertoire of Festival Ballet.
The new generation of British choreographers are now all in place by 1955, and 
creating challenging work in their own personal styles. Of the choreographers 
mentioned here, three will be of not only national but international significance. John 
Cranko will complete his best work, as choreographer and director in Stuttgart (1961 -  
1973). Peter Darrell will become resident choreographer of Westem Theatre Ballet in 
1957, and make a speciality of short, dramatic works, mostly applying the classical 
technique, but exploring sexual relationships with contemporary realism. Kenneth 
MacMillan will become the successor to Frederick Ashton at the Royal Ballet and his 
works will be characterised by the loosening of the sexual restraints and physical 
decorum of the postwar decade, which have often been commented upon in this thesis.
As previously stated, these two overviews of British dance adopt different 
standpoints and offer different but equally well founded views. They illustrate the 
advantage of deliberately focussing on the individuals, works, and institutions which 
have fallen outside the normative histories, since it has been possible to fill out the 
picture so that it indicates opposing trends. From this point of view, the standpoint of 
the cultural historians is incomplete and inadequate.
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However, it is quite clear that both standpoints are essential to obtaining an 
historically realistic view. The two scenarios are not equally weighted in terms of 
institutional and financial power. The major institutions favour the conservative and 
traditional values. Most of the experimentation tends to take place on the fringes where 
the small companies are unsubsidized and ephemeral.
Although Cranko and Ashton were working within the Sadler’s Wells 
organization, their critical reception was poor when their works made most demands 
upon the viewer. It has frequently been seen that, although experimentation was taking 
place, the critical climate was not favourable to it. For example, in the discussion of 
Ballet Workshop it was seen that critics tended to be restrictive about how far 
choreographers could go in trying out new ideas. It has also been seen that the Arts 
Council had no policy for developing choreography or for aiding the small companies 
which were nurturing new choreographers.
Considering the strength of the conservative forces of Arts Council and critical 
establishment, it can be seen as all the more significant that there were new directions in 
choreography during the postwar decade. The variety of dance work which ran counter 
to the dominant trends should be recognised, not as an ineffectual challenge to the 
Establishment, but evidence that choreographers were already shaping a future which 
was becoming more adventurous.
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APPENDIX IV
COST OF LONDON OPERA HOUSES TO THE ARTS COUNCIL
TOTAL ARTS 
COUNCIL 
GRANT- IN - 
AID
ROYAL
OPERA
HOUSE
PERCENTAGE 
OF TOTAL
SADLER'S
WELLS
FOUNDATION
PERCENTAGE 
OF TOTAL
1945/46 £235,000 £25,000 10.6 £10,000 4.2
1946/47 £350,000 £55,000 15.7 H£15,000 4.3
1947/48 £428,000 £98,000 22.9 #23,000 5.3
1948/49 £575,000 £145,000 25.2 #40,000 6.9
1949/50 £600,000 £170,000 28.3 #52,500 8.7
1950/51 £675,000 £145,000 21.5 £47,500 7.0
1951/52 £875,000 *£150,000 17.1 *£60,000 6.8
1952/53 £675,000 f£265,000 39.2 £68,000 10.0
1953/54 £785,000 £240,000 30.6 £100,000 12.7
S A D L E R ’ S 
WELLS TRUST
1954/55 £785,000 £250,000 31.8 £100,000 12.7
1955/56 £820,000 £250,000 30.5 £100,000 12.2
Sums for total grant-in-aid include supplementary amounts voted by parliament -  for the 
Festival of Britain, for example.
NOTES:
* plus an additional amount for the Festival of Britain:
Royal Opera House - £10,000; Sadler’s Wells - £19,500
t  includes £15,000 for Coronation Season and £50,000 for dilapidations
% includes £5,000 designated for Sadler’s Wells Theatre Ballet and Sadler’s Wells 
Ballet School (PRO, EL4/49, note to estimates)
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APPENDIX V
THE ARTS COUNCIL’S FESTIVAL OF BRITAIN
OFFICIAL REGIONAL ARTS FESTIVALS:
Aldeburgh Aberdeen Bath
Bournemouth Brighton Cambridge
Canterbury Cheltenham Dumfries
Edinburgh Inverness Liverpool
Llangollen National Eisteddfod of Wales, Llanrwyst
Norwich Oxford Perth
St. David’s Stratford-upon-Avon Swansea
Three Choirs Festival, Worcester York
plus associated festivals in Colchester, Glyndeboume, Hovingham, King’s Lynn, 
Peterborough
LONDON SEASON OF THE ARTS, MAY-JUNE 1951
MUSIC:
300 concerts including three special series:
English Song; Purcell; Historical English Composers.
OPERA:
Royal Opera House, Covent Garden
repertory including: Pilgrim’s Progress (Vaughan Williams), Aida. The 
Magic Flute. Tosca. Fidelio. Madame Butterfly. Carmen. RJgoletto. Salome. 
II Trovatore. La Bohème, and Wagner season.
Sadler’s Wells Opera Company
repertory including: Dido and Aeneas (Purcell), Don Carlos (Verdi), Simone 
Boccanegra (Verdi), Katva Kabanova (Janacek), Don Giovanni (Mozart), 
Hugh the Drover (Vaughan Williams), Tosca. Faust. Falstaff .La Traviata 
.School for Fathers (Wolf-Ferrari).
The Glyndeboume Opera
Mozart Season: Idomeneo. Cosi fan tutte. Le Nozze di Figaro. D o n  G io v a n n i
- 11 -
The English Opera Group, Lyric Theatre, Hammersmith
II Combattimento di Tancredi e Clorinda (Monteverdi: chor. Gore, dec. Piper), 
Dido and Aeneas (Purcell), Albert Herring. The Rape of Lucretia. Let’s Make 
and Opera! (Britten)
D’Oyly Carte Opera Company, Savoy Theatre:
Gilbert and Sullivan Season of 12 operas 
Intimate Opera Company, Mercury Theatre
repertory including: The Musick Master (Pergolesi), Thomas and Sally (Arne), 
The Batchelor’s Bond (Offenbach), The Grenadier (Dibden), True Blue 
(Carey), The Spanish Rivals (Bush), Amberlev Hall (Montgomery).
VISUAL ARTS:
30 exhibitions (11 arranged by Arts Council)
including: Moore retrospective at Tate Gallery; Anthology exhibition: British 
Painting 1925 - 50.
DRAMA 
Old Vic:
Captain Brassbound’s Conversion tShawL Henry V (Shakespeare), The Merry 
Wives of Windsor (Shakespeare), Electra (Sophocles), The Wedding 
(Chekov), Tamburlaine the Great (Marlowe)
St. James Theatre:
Laurence Olivier and Vivien Leigh in Antony and Cleopatra (Shakespeare), 
and Caesar and Cleopatra (Shaw)
Open Air Theatre, Regents Park
A Midsummer Night’s Dream (Shakespeare)
Theatre Royal, Haymarket
Waters of the Moon (Hunter)
New Theatre, St. Martin’s Lane 
Hamlet (Shakespeare)
BALLET:
Sadler’s Wells Ballet at the Royal Opera House, Covent Garden
repertory including Daphnis and Chloe (Ashton), Checkmate (de Valois) A 
Wedding Bouquet (Ashton), Les Patineurs (Ashton), The Rake’s Progress (de
- 12 -
Valois), Ballet Imperial (Balanchine), Le Lac des cygnes (Petipa/Ivanov) 
Symphonie Variations (Ashton), Tiresias (Ashton; première later).
Sadler’s Wells Theatre Ballet at Sadler’s Wells
including Harlequin in April (Cranko), The Prospect Before Us (de Valois), 
Pineapple Poll (Cranko), The Haunted Ballroom (de Valois), Assembly Ball 
(Howard), Vaises nobles et sentimentales (Ashton).
Festival Ballet at Stoll Theatre
repertory including The Nutcracker (Beriosoff/Lichine/Ivanov), Giselle 
(Dolin/Coralli), Petrushka (Fokine), Le Beau Danube (Massine), Les 
Sylphides (Fokine), Impressions (Lichine).
POETRY
Poetry recitals at Arts Council headquarters
COMMISSIONS AND COMPETITIONS
OPERAS:
Billy Budd (Benjamin Britten); John Socman (George Lloyd). Four 
commissions as a result of a competition: Arthur Benjamin for A Tale of Two 
Cities. Alan Bush for Wat Tvler. Berthold Goldschmidt for Beatrice Cenci, 
and Karl Rankl for Deirdre of the Sorrows.
BALLETS:
Tiresias (Constant Lambert), Harlequin in April (Richard Amell), Canterbury 
Prologue (Peter Racine Fricker).
CHORAL AND ORCHESTRAL MUSIC:
Sir Arnold B ax, William Alwyn, Sir Arthur Bliss , Sir George Dyson, Gordon 
Jacob, Alan Rawsthome, Edward Rubbra, Thomas Wood; five Welsh 
composers.
Competition for young composers: winner Peter Racine Fricker 
COMPETITION FOR A NEW PLAY OF CONTEMPORARY SIGNIFICANCE 
Saint’s Day (John Whiting).
- 13 -
POETRY COMPETITIONS
Poem of more than 300 lines; Collection of 6-12 short poems (Prizewinners 
published in Poems 1951): competitions for poetry in Welsh, Scots and 
Gaelic.
VISUAL ARTS
12 sculpture commissions including: Frank Dobson, Jacob Epstein, Barbara 
Hepworth, Henry Moore
60 artists given canvas for a large painting, 45x60 inches, and 5 bought by 
Arts Council.
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APPENDIX VI
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
John Piper’s model of the Harlequin in April set, showing recumbent figures.
Source: Piper, J. (1987) A Painter’s Camera, p.49
- 15
APPENDIX VII
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Harlequin in April. 1959. Antoinette Sibley as Columbine.
Source: Royal Opera House Archive
- 16 -
APPENDIX VIII
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
‘Antelope’ chair by Ernest Race, designed for the Festival of Britain.
Source: Banham and Hillier (1976) A Tonic to the Nation, p. 190
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Wall decoration with ‘stick and cherry’ features, 1950s 
Source: Hillier (1983) The Style of the Century: 1900 -  1980. p. 141
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APPENDIX X
CONTEMPORARY DANCE THEATRE CENTRE AT 
TOYNBEE HALL, 1954
4 JANUARY
British Dance Theatre; Leslie Goosens (Burrowes); Geraldine Stephenson; 
Ernest and Lotte Berk 
8 FEBRUARY
Ernest and Lotte Berk; Anne Gardon 
8 MARCH
British Dance Theatre; Peggy Rowlands; Ludmila Mlada and Colin Paterick
5 APRIL
Liza Czobel and Alexander von Swaine 
17 MAY
British Dance Theatre; Vera Goldman; Geraldine Stephenson 
14 JUNE
British Dance Theatre; the Little Company (Jane Winearls)
7 SEPTEMBER
Eleanor King
8 NOVEMBER
British Dance Theatre, with Ernest and Lotte Berk
6 DECEMBER LABAN’S 75* BIRTHDAY PROGRAMME
British Dance Theatre; Geraldine Stephenson; Ewan MacColl
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Notes on performers:
Ernest and Lotte Berk:
Both trained at the Wigman school and moved to London in 1935, working as 
dancers in opera and the musical stage and giving recitals. Ernest Berk formed 
Dance Theatre with Nesta Brooking in 1947, and was also involved in the 
initial rehearsals for Ballets Nègres 
Leslie Burrowes:
originally trained by Margaret Morris; received the diploma of the Wigman 
School in Dresden; opened a studio in London in 1932 
Lisa Czobel and Alexander von Swaine:
Czobel had been a soloist with Ballets Jooss; von Swaine had trained in ballet 
in Berlin with Eduardova; both had appeared as solo recital dancers, and guest 
dancers in European opera houses; began international touring together in 
1948 
Ann Gardon:
Swiss dancer working in France; originally trained in central European 
modem dance in Zürich; performing regularly in recitals of her own works in 
Paris, also choreographing for drama and opera 
Vera Goldman:
an Israeli dancer, evolving a dance style based upon elements of Israeli folk 
dance 
Eleanor King:
an American dancer/choreographer and teacher, she had been a founder 
member of the Humphrey-Weidman company 
Ewan MacColl:
playwright, singer/songwriter; collaborated with Joan Littlewood in directing 
Theatre Workshop, and an earlier company. Theatre Union 
Ludmilla Mlada and Colin Paterick:
Mlada performed with Ballet Rambert (under the name of Rosemary Young), 
International Ballet and Ballets Jooss; Paterick was a student of Sigurd Leeder 
and performed in stage musicals and films; both performed with the Leeder 
Studio Group
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Peggy Rowlands:
a student of Wigman and Leslie Burrowes 
Geraldine Stephenson:
a student at the Art of Movement Studio from 1946, then a member of staff; 
became Laban’s assistant in the area of movement for actors; director of 
movement for the York Mystery Plays, 1951; later specialising in historical 
dance choreography for television drama 
Jane Winearls
early studies included Revived Greek Dance with Ruby Ginner, as well as 
ballet and national dance; set up Demeter Society, as study and performance 
group in 1930s; courses with Laban from 1939 and joined Leeder Studio 1947, 
subsequently teaching there, and with Jooss in Essen in early 1950s. Published 
Modem Dance: the Jooss-Leeder Method in 1958.
31 -
APPENDIX XI
BALLET WORKSHOP: BALLETS WITH SONG AND SPEECH 
Ballets with Song
Collogue Sentimentale première: 14 January 1951
Choreography: Celia Franca Design: Honor Frost
Music: Debussy settings of Verlaine poems, sung by April Cantelo
Tancredi and Clorinda première: 9 December 1951
Choreography: Walter Gore Design: Ronald Wilson
Music: Monteverdi, II Combattimento di Tancredi e Clorinda. trans. Peter Pears, 
sung by William Biggs
Sundown première: 20 January 1952
Choreography: Bert Stimmell Design: Bertram Tyrer 
Music: Michael Hobson arrangement of T want to die easy when I die’
The Dong with the Luminous Nose première: 7 December 1952
Choreography: Michael Holmes Design: Honor Frost
Music: Michael Hobson arrangement of Edward Lear, sung by Robert Rowell
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Four Songs première: 7 June 1953
Choreography: Wendy Hilton Design: Douglas Smith 
Music: Sibelius: ‘Spring is Fleeting’, ‘The First Kiss’, ‘O wert thou here’, 
‘The Question’
Ballets with Speech
No Lips of Comfort 
Choreography: Michael Chamley 
Music: Granados
première: 14 October 1951
Design: Henry Graveney and Esther Capadose
Text: Finding, poem by Rupert Brooke
Venus and the Bridegroom 
Choreography: David Ellis 
Music: Michael Hobson
première: 11 November 1951 
Design: Hugh Stevenson 
Text: masque by Ashley Dukes
The Tell Tale Heart
Producer: Peter Darrell
Music: Michael Hobson
première: 8 June 1952
Design: Kenneth Aadams (Kenneth MacMillan) 
Text: Edgar Allan Poe
Four Poems
Choreography: Ronald Wilson 
Music: Virgil Thomson
première: 21 May 1954 (Coryphée Ballet Club; 
later at Ballet Workshop)
Design: Ronald Wilson
Text: poems by Walter de la Mare
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APPENDIX XII
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Sally Archbutt, Ronnie Curran and W arren Lamb in Once I Had Laughter, 
Library Theatre Manchester, 1950
Source: Loman (1991) Once I Had Laughter, pp. 3,5
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APPENDIX XIII
Dance Motifs in Once I had Laughter
NB: The coloured fill in Column 1 indicates the sections of the dance which are 
included in the rehearsal video attached as a part of the appendices.
BARS MALE DANCER 1 MALE DANCER 2 FEMALE DANCER
1- 27 OPENING MOTIFS IN UNISON
28- 35 ^ Similar, but not identical, phrases
36 - 39
1 nf^-ij I ■ t ji- rin-lr ■
Male dancers ‘ADVANCING MOTIF’ towards 
female: A1
Motif e
40- 44 All ‘WHEELING MOTIF’ : W1
45- 63
......< \ ^
Male dancers in unison (mirroring), including 
‘ADVANCING MOTIF’ with focus towards 
front: A2
Individual phrase: 
FDl
64- 68 Together, male dancers lift female dancer and bring her down
69- 83 ^ Male dancers move into upstage comer, then 
‘ADVANCING MOTIF’ towards female: A3
Individual phrase: 
FD2
84- 92 All ‘WHEELING MOTIF’: W2
■93-109 Unison (mirroring) 
with female dancer
1®*
Individual phrase 
including motifs I, II, 
III, IV
Unison (mirroring) 
with Male Dancer 1
“sa
110-114 Individual motif i
113-117 ^ ‘ADVANCING MOTIF’ towards male dancer 1 : 
A4
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BARS MALE DANCER 1 MALE DANCER 2 FEMALE DANCER
118-126 /  '
ü/
Group interaction in which Male Dancer 1 is pulled back or restrained by 
other two dancers
127-138 Individual phrase 
including motif ii
Individual phrase 
including motif I
Individual phrase: 
FD3
139-153 In unison (mirroring) including ‘ADVANCING 
MOTIF’ towards female: A5
154-167 All ‘WHEELING MOTIF’: W3
168 -172 Group interaction in which male dancer 1 is support ed by other two dancers
173-187 Individual phrase 
including motif i
Individual phrase 
following track of 
female dancer, 
including motifs III, V
Individual phrase: 
FD4
188-195 Interaction between Male Dancer 2 and female 
dancer including a lift
196-206 Motif ii Individual phrase 
including motifs II, VI, 
a
Individual phrase: 
FD5
207-211 All ‘ADVANCING MOTIF’: A6
212 - 220 All ‘WHEELING MOTIF’: W4
220 - 224 Individual phrase
225 - 230 Group interaction in which male dancer 1 is restrained by the other two
231 -240 Motif ii Male Dancer 2 and female dancer in unison
241 -254 Motif ii; motif iii Individual phrase 
including motifs I, VI
Individual phrase: 
FD6
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BARS MALE DANCER 1 MALE DANCER 2 FEMALE DANCER
255 - 263 Individual phrases 
including motif ii and 
motif iv
Male Dancer 2 and female dancer in unison
264-275
276 - 295"'^ Motif ii In unison, including material from OPENING 
MOTIFS
296:314 Individual phrase Individual phrase
FEMALE DANCER’S INDIVIDUAL PHRASES 
(FD = Female Dancer)
[g, ab (twice), c, h] 
[d, ab, f, c, e, ]
[z, d, ab, c, h]
[d, ab, d, a]
[g, ab, c]
[g, ab, f, c, d, a]
FDl bars 46 - 60
FD2 bars 69 - 82
FD3 bars 127 -147
FD4 bars 177-187
FD5 bars 196-204
FD6 bars 242 -254
Component Motifs
NB: Where balletic terms are used it is for ease of description, not to imply that these 
are intended to be performed with a balletic execution, 
a upper body and arm gesture sweeping through deep to high, rising into 
attitude held on half-toe
I
§
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ab previous motif dissolving into a run on a curved pathway
c pirouette with inclusion of upper body
d développé forward led by the knee ending in a lunge
e sliding leg out with a drooping arm gesture towards the front
f  2 jumps (assemblé, sissonne) with arm gesture towards the men
g développé or slide into lunge; one arm gathers to the front and the other moves
to the diagonal back 
h full plié in parallel first position with inclusion of torso
z non-repeated material
MALE DANCER 1 [RONNIE CURRAN’S ROLE]
i jumps arching torso back, with backwards gesture of both legs
ii kneeling or crouching, torso alternately arching and contracting forwards, with 
stretching and contracting arms
iii forward travelling step (which resembles Male Dancer 2’s motif IE) following 
by pirouette in attitude (resembling Female Dancer’s motif c)
iv repeated jumps, arms and torso extend to alternate sides, legs retract beneath 
body
MALE DANCER 2 [WARREN LAMB’S ROLE]
I sideways leap
II sideways step and hop with a leg gesture in second position
III travelling step in which the rear leg joins the front leg in the air before landing
IV turning jump with gestures of both legs
V pirouette with gesturing leg in retiré
VI repeated motif of step back with a gesture to forward diagonal led by little 
finger side of the hand
a Female Dancer’s a motif but with elevation and turn
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APPENDIX XIV
American Musicals and Choreographers in London 1945 -  55
Compiled from information in:
Wearing, J. (1991) The London Stage 1940 -  1949: A Calendar of Plavs and Plavers.
Vols. I and II, Metuchen, N.J.: The Scarecrow Press 
Wearing, J. (1993) The London Stage 1950 -  1959: A Calendar of Plavs and Plavers.
Vols. I and II, Metuchen, N.J.: The Scarecrow Press 
and from programmes at the Theatre Museum, London
FOLLOW THE GIRLS 
Book, Lyrics, Music:
Choreography: 
London performances:
opened in New York, 8 April 1944 
Guy Bolton and Eddie Davis, Dan Shapiro and Milton 
Pascal,Phil Charig, Fred Thompson, Con West, Frank 
Exton
Jack Billings
25 October 1945 - 22 February 1947 
total of 575 performances
OKLAHOMA!
Book, Lyrics, Music: 
Choreography: 
London performances:
opened in New York, 3 March 1943 
Richard Rodgers, Oscar Hammerstein 
Agnes de Mille
30 April 1947 - 21 October 1950 
total of 1544 performances
ANNIE GET YOUR GUN opened in New York, 16 May 1946
Book, Lyrics, Music: Herbert and Dorothy Fields, Irving Berlin
Choreography and Production: Helen Tamiris
London performances: 7 June 1947 - 29 April 1950
total of 1300 performances
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FINIAN’S RAINBOW 
Book, Lyrics, Music: 
Choreography:
London performances:
opened in New York, 10 January 1947 
E. Y. Harburg, Freddy Saidy, Burton Lane 
Michael Kidd
21 October 1947 - 6 December 1947 
total of 61 performances
HIGH BUTTON SHOES 
Book, Lyrics, Music: 
Choreography:
London performances:
opened in New York, 9 October 1947 
Stephen Longstreet, Jule Styne, Sammy Cahn
Jerome Robbins, reproduced by Fred Hearn 
22 December 1948 - 11 June 1949 
total of 291 performances
BRIGADOON 
Book, Lyrics, Music: 
Choreography:
London performances:
opened in New York, 13 March 1947 
Alan Jay Lemer, Frederick Loewe
Agnes de Mille, restaged by James MacGregor 
Jamieson
14 April 1949 - 4 November 1950 
total of 684 performances
TOUCH AND GO (revue) opened in New York, 13 October 1949
Book, Lyrics, Music: Jean and Walter Kerr, Jay Gomey
Choreography: Helen Tamiris restaged by Mary Anthony
London perfomances: 19 May 1950 - 16 December 1950
total of 353 performances
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CAROUSEL 
Book, Lyrics, Music: 
Choreography: 
London performances:
opened in New York, 19 April 1945 
Richard Rodgers, Oscar Hammerstein 
Agnes de Mille.
7 June 1950 - 12 October 1951 
total of 566 performances
KISS ME KATE 
Book, Lyrics, Music: 
Choreography: 
London performances:
opened in New York, 30 December 1947 
Sam and Bella Spewack, Cole Porter 
Hanya Holm
8 March 1951 - 23 February 1952 
total of 401 performances
SOUTH PACIFIC opened in New York, 7 April 1949 
Joshua Logan, Richard Rodgers, Oscar HammersteinBook, Lyrics, Music:
[this was a musical play without named choreographer]
London performances: 1 November 1951 - 29 September 1953
total of 792 performances
PAINT YOUR WAGON 
Book, Lyrics, Music: 
Choreography:
Lodon performances:
opened in New York, 12 November 1951 
Alan Jay Lemer, Frederick Loewe
Agnes de Mille, reproduced by Mavis Ray 
11 Febmary 1953 - 3 April 1954 
total of 478 performances
GUYS AND DOLLS 
Book, Lyrics, Music: 
Choreography:
London performances:
opened in New York, 24 November 1950 
Jo Swerling and Abe Burrows, Frank Loesser
Michael Kidd; associate choreographer, Merritt 
Thompson
28 May 1953 - 25 September 1954 
total of 554 performances
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THE KING AND I 
Book, Lyrics, Music: 
Choreography: 
London performances:
opened in New York, 29 March 1951 
Richard Rodgers, Oscar Hammerstein
Jerome Robbins, reproduced by June Graham 
8 October 1953 - 14 January 1956 
total of 946 performances
WISH YOU WERE HERE opened in New York, 25 June 1952
Book, Lyrics, Music: Arthur Kober and Joshua Logan, Harold Rome
Choreography: Richard France
London performances 10 October 1953 - 12 June 1954
total of 281 performances
PAL JOEY 
Book, Lyrics, Music: 
Choreography: 
London performances:
opened in New York, 25 December 1940 
John O’Hara, Lorenz Hart, Richard Rodgers
Robert Alton, reproduced by George Martin 
31 March 1954 - 30 October 1954 
total of 245 performances
CAN-CAN 
Book, Lyrics, Music: 
Choreography: 
London performances:
opened in New York, 7 May 1953 
Abe Burrows, Cole Porter
Michael Kidd, reproduced by Deirdre Vivian 
14 October 1954 - 24 September 1955 
total of 394 performances
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WONDERFUL TOWN 
Book, Lyrics, Music:
Choreography:
London performances:
opened in New York, 25 February 1952 
Joseph Fields and Jerome Chodorov, Leonard Bernstein, 
Betty Comden and Adolph Green
Edmund Balin, recreated from the original by 
Donald Saddler
23 February 1955 - 20 August 1955 
total of 205 performances
KISMET
Book, Lyrics, Music:
Choreography: 
London performances:
opened in New York, 3 December 1953 
Charles Lederer, Luther Davis, Robert Wright, George 
Forrest (after Borodin)
Jack Cole
20 April 1955 - 1 December 1956 
total of 676 performances
THE PAJAMA GAME 
Book, Lyrics, Music:
Choreography:
London performances:
opened in New York, 13 May 1954 
George Abbott and Richard Bissell, Richard Adler, Jerry 
Ross
Bob Fosse, reproduced by Zoya Leporska 
13 October 1955-9 March 1957 
total of 584 performances
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APPENDIX XV
f
Jeanette Minty, John Gilpin and Anita Landa in Symphony for Fun
Source: London Festival Ballet Trust (1980) London Festival Ballet. 1950 -1980. n.p.
-44
BIBLIOGRAPHY
Page
Main alphabetical sequence of published print-sources .. .. .. 45
Film, video and audio sources .. .. .. .. .. .. 66
Interviews and personal communications .. .. .. .. .. 67
Documents in archives .. .. .. .. .. .. .. 68
MAIN ALPHABETICAL SEQUENCE OF PUBLISHED PRINT-SOURCES
Anonymous articles appear as title entries within the same sequence
Addison, P. (1975) The Road to 1945. London: Jonathan Cape
Aldred, N. (1987) ‘A Canterbury Tale’, in Mellor, D., ed. Paradise Lost: The Neo- 
Romantic Imagination in Britain 1935 - 1955. London: Lund Humphries, 
p p . l l7 -  124
Allderidge, P. (1977) Victoria and Albert Museum Masterpieces Sheet 14: Cibber’s 
Figures from the gates of Bedlam. London: Victoria and Albert Museum
Anderson, R. (1997) ‘An Appreciation of an Artist’, in Trewitt, B. and J. Hastie, eds. 
Margaret Morris 1891- 1980 Modem Dance Pioneer. Biggin Hill, Kent: 
International Association of MMM Ltd, pp.l5 -  16
Appleyard, B. (1984) The Culture Club: Crisis in the Arts. London: Faber and Faber
Appleyard, B. (1989) The Pleasures of Peace: Art and Imagination in post-war 
Britain. London: Faber
Archbutt, S. (1995) The Rice Planters. Part I, Croydon: Croydon Dance Theatre
Amell, R. (1958) ’Harlequin in April’, in Drew, D. ed. The Decca Book of Ballet. 
London: Frederick Muller, pp. 42 -  44
Arts Council of Great Britain (1946) 1st Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1947) 2nd Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1948) 3rd Annual Report. London: Arts Council of 
Great Britain
- 45 -
Arts Council of Great Britain (1949) 4th Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1950) 5th Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1951a) London Season of the Arts 1951 May - June: 
Official Souvenir Proeranune. London: Lund Humphries for the Arts Council
Arts Council of Great Britain (1951b) 6th Annual Report 1950-51. London: Arts 
Council of Great Britain
Arts Council of Great Britain (1952) 7th Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1953) 8th Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1954) 9th Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1955) 10th Annual Report. London: Arts Council of 
Great Britain
Arts Council of Great Britain (1956) The First Ten Years: 11th Annual Report. 
London: Arts Council of Great Britain
‘Ballet Workshop’(1952) Ballet Today. 5, no.2, February, p.22
Banham, M and B. Hillier eds. (1976) A Tonic to the Nation: The Festival of Britain 
1951. London: Thames and Hudson
Barber, J. (1952) ‘An ex-callboy burlesques his own age group with Jive Era ballet...’. 
The Daily Express, no. 16,286,2 September, p.4
Barnes, C. (1954) ‘New Ballet: Common Ground’, Dance and Dancers. 5, no.5. May, 
p.15
Barnes, C. (1955) ‘The Ballet I Should Like to See’, in Franks, A.H. ed.
Ballet: A Decade of Endeavour. London: Burke, pp. 137 -  138
Bames, C. (1957) ‘Festival Ballet, at Festival Hall’, Dance and Dancers. 8, no.9, 
September, pp.39,41
Bames, C. (1959) ‘Ballet Perspectives: 9, Harlequin in April’, Dance and Dancers. 
10, n.2, February, pp. 19-21
46 -
Bames, C. (1961) ‘Ballet Perspectives: 22, Pineapple Poll’, Dance and Dancers. 12, 
no.4, April, pp. 22 -  23
Bames, C., A.V. Coton and F. Jackson; Lester, S. ed. (1961) Ballet Here and Now. 
London: Dobson Books Ltd
Bames, C., N. Goodwin, and P. Williams (1959) ‘Harlequin in April’, Dance and 
Dancers. 10, no.4, April, pp. 10-13
Bamett, C. (1996) The Lost Victory: British Dreams. British Realities 1945 -  1950. 
London: Pan Books
Barthes, R. (1973) Mythologies, trans. A. Lavers, London: Granada
Barzel, A. (1954) ‘London’s Festival Ballet: Opera House Chicago, Oct 25 -  Nov 1’, 
Dance News. XXV, no.4, December, p. 10
Baxter, B. (1950) ‘Goodbye to ‘Oklahoma!’’, Everybody’s, [no. volume or issue no.], 
21 October, p.29
Beaumont, C. (1951) ‘Cranko’s ‘Pineapple Poll’ ’, Ballet. 11, no.5, June, pp.16 -  23
Beaumont, C. (1954a)‘Ballef, The Sunday Times, no.6,829, 7 March, p.8
Beaumont, C. (1954b) ‘Harlequin in April’, in Ballets of Today. London: Putnam, 
pp. 84 -  87
Benari, N. (1990) Vagabonds and Strolling Dancers. London: Imperial Society of 
Teachers of Dancing
Berk, E. (1947) ‘Teaching Choregraphy’, The Dancing Times, no.436, January, p.l97
Berman, M. (1983) All That Is Solid Melts Into Air: The Experience of Modemitv. 
London: Verso
Beethoven, L. van (1919) Four Overtures, miniature score. New York: Kalmus
Bland, A. (1951) ‘Harlequin in April’, Ballet. 11, no.6, July, pp. 10 -  17
Bland, A. (1981) The Roval Ballet: The First 50 Years. London: Threshold Books
Bogdanor, V. and R. Skidelsky, eds. (1970) The Age of Affluence 1951 -  1964. 
London: MacMillan
Borodin, G. (1945) This Thing Called Ballet. London: Macdonald
Borodin, G. (1950) Invitation to Ballet. London: Wemer Laurie
47 -
Borodin, G. (1955) The Charm of Ballet. London: Herbert Jenkins Ltd
Brahms, C. (1951) A Seat at the Ballet. London: Evans
Bratton, J. (1990) ‘Dancing a Hornpipe in Fetters’, Folk Music Journal. 6, no.l, 
pp.53 -  82
Bridges, E., ed. (1959) Help for the Arts. London: Calouste Gulbenkian Foundation
Brinson, P. (1952) ‘Ballets Nègres at the Twentieth Century Theatre’, Ballet. 12, 
no. 10, October, pp.30 -  31
Brinson, P., ed. (1962) The Ballet in Britain: Eight Oxford Lectures. London: Oxford 
University Press
British Film Institute (1951) Films in 1951 : a special publication on British films and 
film makers for the Festival of Britain. London: Sight and Sound for The 
British Film Institute
Brown, C. (1990) ‘The Stylistic Contribution of the Work of Gertrud Bodenwieser to 
the Ausdruckstanz Movement’, in Graybum, P. ed. Gertrud Bodenwieser: a 
Celebratory Monograph. Guildford: University of Surrey
Bryson, N., M. Holly, and K. Moxey, eds. (1994) Visual Culture: Images and 
Interpretations. Hanover, New Hampshire: Wesleyan University Press
Buckland, T. (1982) ‘English Folk Dance Scholarship: A Review’, Traditional Dance. 
1, pp.3 -1 8
Buckle, R. (1954) ‘Converted’, The Observer, no.8,492, 7 March, p .ll
Buckle, R. (1971) Niiinskv. London : Weidenfeld and Nicolson
Buckle, R. (1979) Diaghilev. London : Weidenfeld and Nicolson,
Burke, P. ed. (1991) New Perspectives on Historical Writing. Cambridge:
Polity Press
Bumand, F.C. and A. Sullivan (n.d.) Cox and Box, vocal score. Savoy Edition, 
London: Boosey and Hawkes
Burstow, R. (1989) ‘Butler’s Competition Project for a Monument to ‘The Unknown 
Political Prisoner’; Abstraction and Cold War Politics’, Art History. 12, no. 4, 
December, pp. 472 -  496
Burstow, R. (1996) Symbols for ’51: the Roval Festival Hall. Skvlon and Sculptures 
for the Festival of Britain, exhibition catalogue, London: Royal Festival Hall
- 48 -
Burt, R. (1995) The Male Dancer. London: Routledge
Caiman, M. (1957) ‘Ballet in the Hollywood Mood’, Evening Standard. 19 July [press 
cutting in English National Ballet archive file ‘Symphony for Fun’ which it 
has been impossible to identify further] ^
Cameron, W. (1951) ‘The Sailor’s Hornpipe’, in Highland Dances of Scotland. 
Canada and United States Edition, Aberdeen: Aberdeen Journals Ltd, 
pp.56 -  65
Cannadine, D. (1992a) ‘The Context, Performance and Meaning of Ritual: The 
British Monarchy and the ‘Invention of Tradition’ , c.1820 -  1977’, in 
Hobsbawm, E. and T. Ranger eds. The Invention of Tradition. Canto Edition, 
Cambridge: Cambridge University Press, pp. 101 -  164
Cannadine, D. (1992b) ‘Gilbert and Sullivan: the making and un-making of a British 
‘Tradition’ ’, in Porter, R., ed. Mvths of the English. Cambridge: Polity Press, 
pp. 1 2 -3 2
Carr, D. (1991) Time. Narrative, and History. Bloomington, Indianapolis: Indiana 
University Press
Carter, A. (1996) ‘Over the Footlights and Under the Moon: Images of Dancers in the 
Ballet at the Alhambra and Empire Palaces of Varieties 1884- 1915’, Dance 
Research Journal. 28, no.l. Spring, pp.7 -  18
Central Statistical Office (1956) Annual Abstract of Statistics, no.93, London: HMSO
Chalif, L. (1939) ‘The Art of Dancing’, The Dancing Times, no.348,
September, p.628
Cherry, J. (1995) ‘Unicorns’, in Cherry, J. ed. Mythical Beasts. London: British 
Museum Press, pp. 4 4 -7 1
Churchill, W. (1941) ‘Their Finest Hour’, in Into Battle: Speeches bv the Right Hon. 
Winston S. Churchill. London: Cassell and Company Ltd.
Clarke, M. (1951) ‘Pineapple Poll at Sadler’s Wells’, Ballet Today. 3, no. 34, May, 
pp. 12 -1 4
Clarke, M. (1955) The Sadler’s Wells Ballet: a history and an appreciation. London:
A & C Black
’ The British Library’s newspaper department at Colindale keeps only Late Night Final 
editions o f  The Evening Standard. It appears that theatre reviews have often been dropped from this 
edition.
- 49 -
Clarke, M. (1958) ‘Don Gillis; Symphony for Fun’, in Drew, D. ed. The Decca Book 
of Ballet. London: Frederick Muller, pp. 433 -  434
Clarke, M. (1962) Dancers of Mercury. London: A & C Black
Cockcroft, E. (1974) ‘Abstract Expressionism, Weapon of the Cold War’, Artforum. 
XII, no. 10, June, pp.39-4 1
Cole, S. ed. (1990) Precious Nonsense, the newsletter of the Midwestern Gilbert and 
Sullivan Society, North Aurora, Illinois, no.27, September [online]: available 
from http://diamond.idbsu.edu/GaS/newsletters/precious_nonsense/html/ 
pn_home.html#pineapple [accessed on 25 November 1998]
Conekin, B. (1996) ‘A Glimpse of the Future: the Festival of Britain’s answer to the 
dilemmas of Modernity?’, Moments of Modemitv: Reconstructing Britain 
1945 - 64. unpublished abstracts of conference papers, Portsmouth University: 
School of Social and Historical Studies
Connolly, C. (1950) ‘Comment’, Horizon. XX, nos. 120 -  121, December 1949 -  
January 1950, pp.359 -  362
Coton, A.V. (1946) The New Ballet: Kurt Jooss and His Work. London:
Dennis Dobson
Coton, A.V. (1952) ‘Balanchine and Tradition’, Ballet. 12, no.9, September, 
pp. 17-23
Coton, A.V. (1954a) ‘Modem Dance Recital’, The Dancing Times, no.522,
March, p.379
Coton, A.V. (1954b) ‘Martha Graham in London’, The Dancing Times, no.524. May, 
pp.407 -  409,414
Cowper, A. (1952) ‘Design for Ballet 1. John Piper’, Dance and Dancers. 3, no.2, 
Febmary, p.8
Cowper Coles, A. (1910) The Homnine. London: Curwen
Cox , I. (1951) The South Bank Exhibition: a guide to the storv it tells. London: 
HMSO
Craig-Raymond, P. (1953a) ‘And Still Stand Still’, Ballet Today. 6, no. 9,
October, p. 16
Craig-Raymond, P. (1953b) ‘The Philosophy of the Queue’, Ballet Today. 6, no. 10, 
November, p.8
- 50
Craig-Raymond, P. (1954) ‘The New Ballet Today’, Ballet Today. 7, no. 2,
February, p. 4
Crisp, C., A. Sainsbury and P. Williams eds. (1981), Ballet Rambert: 50 Years 
and on. London: Ballet Rambert
Derrington, E. (1954) ‘The Suspension of International Ballet’, The Dancing Times. 
no.522, March, pp. 350, 385
De Valois, N. (1957) Come Dance with me: a memoir 1898 - 1956.
London: Hamilton
De Valois, N. (1962) ‘Introduction’, in Brinson, P., ed. The Ballet in Britain. 
London: Oxford University Press
De Valois, N. (1977) Step bv Step: the formation of an establishment.
London: W.H.Allen
De Zoete, B. (1939) ‘The Jooss-Leeder School of Dance at Dartington Hall’,
The Dancing Times, no.348, September, pp.626 -  628
Dolin, A. (1952) ‘Psychological Ballets’, The Dancing Times, no. 505, October, p.21
Dresser, M. (1989) ‘Britannia’ in Samuel, R., ed. Patriotism: the Making and 
Unmaking of British National Identity: Volume III: National Fictions. 
London: Routledge, pp. 26 -  49
Drew, D. ed. The Decca Book of Ballet. London: Frederick Muller
Eliot, T.S. (1962) Notes Towards the Definition of Culture, new edition,
London: Faber and Faber
Emmerson, G. (1970) ‘The Hornpipe’, Folk Music Journal. 2, no.l, pp. 12 -  34
Ewen, D. (1982) American Composers: A Biographical Dictionary. New York:
G.P. Putnam’s Son
Farjeon, A. (1949) ‘The English Dancer’, Ballet Today. 2, no. 15,
January -  February, p.22
Festival of Britain (1951a) The Festival of Britain 1951: the Official Book of the 
Festival of Britain. London: HMSO
Festival of Britain (1951b) The Festival Exhibition 1951. Manchester. Leeds.
Birmingham. Nottingham. The Land Travelling Exhibition. London: HMSO
Festival of Britain (1951c) Festival Pleasure Gardens: Official Guide. London:HMSO
- 51 -
Fielding, S., P. Thompson, and N. Tiratsoo (1995) ‘England Arise!’: The Labour 
Party and popular politics in 1940s Britain. Manchester:
Manchester University Press
Fletcher, P. (1952) ‘Symbolising Youth of 1952’, Ballet Today. 5, no. 10, October, p.6
Fokine, M. (1977) ‘The New Ballet’, in Cohen, S.J. ed. Dance as a Theatre Art. 
London: Dance Books, pp. 102 -  108
Fokine, M. (1983) ‘Letter to “The Times,” July 6th, 1914 ’, in Copeland, R. and M. 
Cohen eds. What is Dance?. New York: Oxford University Press, 
pp.257-261
Forbes, D. (1980) ‘Water Drama’, in Bratby, D., L. James and B. Sharratt eds. 
Performance and Politics in Popular Drama. Cambridge:
Cambridge University Press, pp.91 -  107
Forrester, F.S. (1968) Ballet in England: A Bibliography and Survey 
c. 1700 - June 1966. London: The Library Association
Franks, A.H. (1946) ‘Ballets Nègres: Dance Drama in a New Idiom, The Dancing 
Times, no.429, June, pp.447 -  449
Franks, A.H. (1952) Approach to the Ballet. London: Sir Isaac Pitman and Sons, 
first published 1948
Franks, A.H. (1954) Twentieth Century Ballet. London: Burke
Franks, A.H. ed. (1955) Ballet: A Decade of Endeavour. London: Burke
Fraser, E. (1946) ‘Is Ballet Really Popular’, Ballet Today. 1, no.l, March/April, 
pp. 37, 38,40
Fraser Jenkins, D. (1983) ‘Catalogue’, in The Tate Gallery John Piper. London:
The Tate Gallery, pp.73 -  137
Frayn, M. (1963) ‘Festival’, in Sissons, M. and P. French eds. The Age of Austerity 
1945 - 1951. London: Hodder and Stoughton, pp.319 -  338
Freud, S. (1953) The Standard Edition of the Complete Psychological Works 
Vol. VII. trans. J. Strachey and A. Freud, London: Hogarth Press
Fyvel, T.R. (1961) The Insecure Offenders. London: Chatto and Windus
Galbraith, G.K. (1958) The Affluent Society. London: Hamish Hamilton
- 52 -
Gânzl, K. (1986) The British Musical Theatre: Volume II 1915 -  1984. Basingstoke: 
Macmillan
Garafola, L. (1989) Diaghilev’s Ballets Russes. New York: Oxford University Press
Genné, B. (1996) The Making of a Choreographer: Ninette de Valois and Bar aux 
Folies Bersère, Studies in Dance History no. 12, California:
Society of Dance History Scholars
Giddens, A. (1990) The Consequences of Modemitv. Cambridge: Polity Press
Gilbert, W.S. and A. Sullivan (n.d.) The Gondoliers, vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan(n.d.) H.M.S. Pinafore, vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) lolanthe. vocal score (revised edition),
London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) The Mikado, vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) Patience, vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) The Pirates of Penzance, vocal score,
London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) Princess Ida, vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) Ruddigore. vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) The Sorcerer. Kalmus vocal score,
Melville, N.Y : Belwin Mills Publishing Corp
Gilbert, W.S. and A. Sullivan (n.d.) Trial bv Jurv. vocal score, London: Chappell
Gilbert, W.S. and A. Sullivan (n.d.) The Yeoman of the Guard, vocal score,
London: Chappell
Gillis, D. (1948) Svmphonv No. 5V-,. Full Score, New York: Boosey and Hawkes
Glasgow, M. (1975) ‘The Concept of the Arts Council’, in Keynes, M. ed.
Essavs on John Mavnard Kevnes. Cambridge: Cambridge University Press, 
pp.260-271
Goehr, L. (1992) The Imaginarv Museum of Musical Works. New York: Oxford 
University Press
- 53 -
Goomey, H. (1981) The Theatre Workshop Storv. London: Eyre Methuen
Graybum, P. ed.(1990) Gertmd Bodenwieser: a Celebratory Monograph. Guildford: 
University of Surrey
Green, M. and J. Swan (1986) The Triumph of Pierrot. New York: Macmillan
Grove, L. (1895) Dancing. London: Longmans, Green, and Co.
Guilbaut, S. (1983) How New York Stole the Idea of Modem Art: Abstract
Expressionism. Freedom and the Cold War, trans. A. Goldhammer, Chicago: 
University of Chicago Press
Habermas, J. (1985) ‘Modernity -  An Incomplete Project’, in Foster, H. ed. 
Postmodem Culture. London: Pluto Press, pp. 3-15
Hall, F. (1950) Modem English Ballet: an Interpretation. London: Andrew Melrose
Hall, F. (1953) An Anatomv of Ballet. London: Andrew Melrose
Hall, G. ed. (1957) London’s Festival Ballet Annual 1956 -1957. London:
Grays Inn Publications
Hall, J. (1951) ‘Miscellaneous Events: British Dance Theatre’, Ballet. 11, no.9, 
October, p.29
Hall, J. (1952) ‘First Performance of Michael Chamley’s ‘Symphony for Fun’ Sep. 1’, 
Ballet. 12, no. 10, October, pp.27 -  29
Hanna, J. L. (1988) Dance. Sex and Gender. Chicago: University of Chicago Press
Harrod, R. (1972) The Life of John Mavnard Kevnes. Harmondsworth: Penguin
Hartley, A. (1963) A State of England. London: Hutchinson
Haskell, A. (1940a) Ballet — To Poland. London: Adam and Charles Black
Haskell, A. (1940b) ‘Balletomane’s Log Book’, The Dancing Times, no.359,
August, p.652
Haskell, A, (1943) The National Ballet: a historv and a manifesto. London:
Adam and Charles Black
Haskell, A. (1946) Miracle in the Gorbals. Edinburgh: The Albyn Press
- 54
Haskell, A. (1948) Ballet. Films. Music. Painting, since 1939. London: Readers
Union; first published as The Arts in Britain series of booklets 1946/7 for the 
British Council
Haskell, A. (1950) ‘Outstanding Events of the Year’, Ballet Annual No.4. London: 
Adam & Charles Black, pp. 4 -6 3
Haskell, A. (1951a) Ballet: a complete guide to appreciation. Harmondsworth: 
Penguin, revised edition; first published 1938
Haskell, A.L. (1951b) In His True Centre: An Interim Autobiographv. London:
A & C Black
Hauser, A. (1962) The Social Historv of Art: Volume Four. London: Routledge and 
Keegan Paul; first published 1951
Hawkes, J. (1951) A Land. London: The Cresset Press
Hayter, C. (1987) Gilbert and Sullivan. Basingstoke: MacMillan
Hennessy, P. (1993) Never Again: Britain 1945 - 51. London: Vintage
Hewison, R. (1977) Under Siege: Literarv Life in London 1939-45. London: 
Weidenfeld and Nicolson
Hewison, R. (1988) In Anger: Culture in the Cold War 1945 - 60. London: Methuen
Hewison, R. (1995) Culture and Consensus: England. Art and Politics since 1940. 
London: Methuen
Hillier, B. (1975) Austeritv/Binge. London: Studio Vista
Hillier, B. (1983) The Stvle of the Centurv: 1900 -  1980. London: The Herbert Press
Hobsbawm, E. and T. Ranger, eds. (1992) The Invention of Tradition. Cambridge: 
Cambridge University Press
Hodgson, J. and V. Preston-Dunlop (1990) Rudolf Laban: An Introduction to His 
Work and Influence. Plymouth: Northcote House
Hoggart, R. (1957) The Uses of Literacv. London: Chatto and Windus Ltd.
House of Commons (1954) Parliamentarv Debates (Hansard!. House of Commons 
Official Reports, Fifth Series, Volume 523, London: HMSO
- 55
Howkins, A. (1989) ‘Greensleeves and the idea of national music’, in Samuel, R., ed. 
Patriotism: The Making and Unmaking of British Identity Volume III: 
National Fictions. London: Routledge
Hulton, E. (1954a) ‘The Best and the Worst of Britain (5)’, Picture Post. 62, no.l, 2 
January, pp. 33 -  37
Hulton, E. (1954b) ‘British Education has been a failure’. Picture Post. 65, no.6, 6 
November pp. 2 4 -2 5 , 56
Hussey, D. (1946) ‘Some New French Ballets’, The Dancing Times, no.429, June, 
pp. 445 -  446
Hussey, D. (1948a) ‘A Plea for Entertainment’, The Dancing Times, no.449, 
February, pp.239 -  240
Hussey, D. (1948b) ‘Scenes de Ballet’, The Dancing Times. no.451, April, 
pp.351-352
Hussey, D. (1950) ‘Ballet at Edinburgh’, The Dancing Times. no.481, October, 
pp.7 -  8
Hussey, D. (1951) ‘Arthur Sullivan’, The Dancing Times, no.484, January, 
pp. 197-198
Hutchison, R. (1982) The Politics of the Arts Council. London: Sinclair Brown
Huxley, M. (1994) ‘European early modem dance’, in Adshead-Lansdale, J. and J. 
Layson (eds) Dance Historv: an introduction. 2nd edition, London: 
Routledge, pp. 151 -  168
Jackson, F. (1950) ‘Dancing in Musicals’, Ballet Todav. 3, no.27, September, 
pp. 15 -1 7
Jackson, F. (1951a) ‘Ballet Workshop -  The First Six Months’, Ballet Todav. 3, 
no. [3]8 September, pp. 14-15
Jackson, F. (1951b) ‘Editorial Comment’, Ballet Todav, 4, no. 41, December, p.3
Jackson, F. (1953) Thev Make Tomorrow’s Ballet. London: Meridian Books
Jacobs, A. (1951) Gilbert and Sullivan. London: Max Parrish and Co. Ltd.
 ^ The number 3 must have been omitted from the printing o f  this issue, although volume/issue 
numbering o f  Ballet Todav during this period is often erratic.
- 56 -
Jacobs, A. (1958) ’Pineapple Poll’, in Drew, D. ed. The Decca Book of Ballet. 
London: Frederick Muller, pp. 338 -  341
J.B. (1951) ‘Dark and dank Festival ballet’. The Dailv Worker, no. 6117, 9 May, p.3
Jefferson, T. (1976) ‘Cultural Responses of the Teds’, in Hall, S. and T. Jefferson, 
eds. Resistance through Rituals: Youth subcultures in post-war Britain. 
London: Hutchinson and Co, pp.81 -  86
J.L. (1954) ‘Ballet Workshop’, The Dancing Times, no.524. May, p.476
Jones, B. (1976) ‘Popular Arts’, in Banham, M and B. Hillier eds. A Tonic to the 
Nation: The Festival of Britain 1951. London: Thames and Hudson, 
pp. 129-132
Jordan, S. (1992) Striding Out. London: Dance Books
Kavanagh, J. (1996) Secret Muses: The Life of Frederick Ashton. London:
Faber and Faber
Kimmins, G. (1910) The Guild of Plav Book of National Dances Part III. London: 
Curwen
Koestler, A. ed. (1963) Suicide of a Nation?. London: Hutchinson
Laban, R. (1948) Modem Educational Dance. London: MacDonald and Evans Ltd.
Laban, R. (1950) The Masterv of Movement on the Stage. London: MacDonald and 
Evans Ltd.
Laban, R. (1960), L. Ullmann ed. The Masterv of Movement, second edition, London: 
MacDonald and Evans Ltd.
Laban, R. and F.C. Lawrence (1947) Effort. London: MacDonald and Evans
Lamb, A. (1998) American Light Music Classics, notes accompanying recording, 
London: Hyperion
Lanchbery, J. (1958) ‘Stan Kenton’, in Drew, D., ed. The Decca Book of Ballet. 
London: Frederick Muller, pp. 171-173
Landes, D. (1969) The Unbound Prometheus: Technological Change and Industrial 
Development in Westem Europe from 1750 to the Present. Cambridge: 
Cambridge University Press
Landstone, C. (1953) Off-Stage. London: Elek
- 57 -
Laurent, J. (1949) ‘The Lack of Expression in English Dancers -  Is It a Quality or a 
Defect’, Ballet Todav. 2, no. 19, September -  October, pp.22 -  23
Layson, J. (1987) ‘Isadora Duncan: Her Influence on the Founding and Development 
of British Modem Dance’, Proceedings Society of Dance Historv Scholars. 
Riverside, California: Society of Dance History Scholars, pp. 126-132
Layson, J. (1992) ‘Mixed Blessings: Isadora Duncan’s Legacy to British Early
Modem Dance’, Proceedings Society of Dance Historv Scholars. Riverside. 
Califomia: Society of Dance History Scholars, pp.299 -  304
Layson, J. (1994) ‘Historical perspectives in the study of dance’, in Adshead-
Lansdale, J. and J. Layson (eds) Dance Historv: an introduction. 2nd edition, 
London: Routledge
Lee, W. (1980) Stan Kenton: Artistry in Rhvthm. Los Angeles: Creative Press of 
Los Angeles
Lenton, G. (1991) Tradition Upheld?: The Influence of Commedia dell’Arte on 
Twentieth Centurv Theatre Dance in Europe and USA, unpublished MA 
dissertation. University of Surrey, Guildford
Lester, G. (1997) ‘Margaret Barr: Epic Individual and Fringe Dweller’, Proceedings 
Society of Dance Historv Scholars. Riverside, Califomia: Society of Dance 
History Scholars, pp.9 -  19
Lichtheim, G. (1972) Europe in the Twentieth Centurv. London: Weidenfeld 
and Nicolson
Littlewood, J. (1994) Joan’s Book. London: Methuen
Lloyd, M. (1955) ‘Giselle by the Festival Ballet’, Christian Science Monitor (Boston), 
47, no.75, 24 Febmary, p.7
Lloyd, M. (1974) The Borzoi Book of Modem Dance. New York: Dance Horizons; 
first published 1949, New York: Knopf
Loman, H. (1991) Once I Had Laughter. Kinetography Laban score, Croydon: 
Croydon Dance Theatre
London Festival Ballet Tmst (1980) London Festival Ballet. 1950 -  1980. London: 
London Festival Ballet Tmst
Loveday, A. (1954) ‘The Double Vision’, Ballet Todav. 7, no.8, August, pp.6, 23
Lynham, D. (1947) Ballet Then and Now. London: Sylvan Press
58 -
Maclnnes, C. (1957) City of Spades. London: MacGibbon and Kee
Maclnnes, C. (1959) Absolute Beginners. London: MacGibbon and Kee
Mackerras, C. (1993) ‘Pineapple Poll’, in booklet with recording The D’Ovlv Carte 
Opera Company: Princess Ida/ Pineapple Poll. London: Decca, pp.l2 -  13
Manchester, P.W. (1952) ‘Ballet Workshop’, in A. Haskell, ed. Ballet Annual No. 6. 
London: Adam and Charles Black, pp. 110-111
McLean, A.L. (1986) "The Red Shoes Revisited’, Dance Chronicle. 11, no.l, 
1986,pp.31-83
Manning, S. (1993) Ecstasy and the Demon: Feminism and Nationalism in the Dances 
of Mary Wigman. Berkeley and Los Angeles: University of California Press
Manning, S. (1997) ‘Book Review: Done Into Dance: Isadora Duncan in America’, 
Dance Research. XV, no.l, pp.ll5  -  119
Marchant, H. (1954) ‘The Truth About the ‘Teddy Boys’ and the Teddy Girls’,
Picture Post. 63, no.9,29 May, pp.25 -  28
Markard, A. and H. Markard (1985) Jooss. Cologne: Ballett-Biihnen Verlag
Marwick, A. (1982) British Society Since 1945. Harmondsworth: Penguin
Marwick, A. (1991) Culture in Britain since 1945. Oxford: Basil Blackwell
Mellor, D., ed. (1987) Paradise Lost: The Neo-Romantic Imagination in Britain 
1935 - 1955. London: Lund Humphries
Morris, M. (1969) Mv Life in Movement. London: Peter Owens
National Museum of Wales (1983) The British Neo-Romantics 1935-1950. Cardiff: 
National Museum of Wales
‘New Ballets: The British Dance Theatre’(1950), Dance and Dancers. 1, no. 10, 
October, p. 13
Newton, F. [pseud, of E. Hobsbawm] (1961) The Jazz Scene. Harmondsworth: 
Penguin Books
Noble, P. ed. (1949) British Ballet. London: Skelton Robinson
Northern, M. (1983) ‘Designs for the Theatre’, in The Tate Gallery John Piper, 
London: The Tate Gallery, pp. 31 -  35
- 59 -
Orwell, G. (1970) ‘The Lion and the Unicom: Socialism and the English Genius’, in 
The Collected Essavs. Joumalism and Letters of George Orwell: Volume IL 
Harmondsworth: Penguin Books, pp. 74 -  134; first published 1941,
Seeker and Warburg
O’Shea, A. (1996) ‘English Subjects of Modernity’, in Nava, M. and A. O’Shea eds. 
Modem Times: reflections on a centurv of English modemitv. London: 
Routledge, pp.7 -  37
Parker, R. and G. Pollock (1981) Old Mistresses: Women. Art and Ideology. London: 
Pandora Press
Partsch-Bergsohn, I. (1994) Modem Dance in Germany and the United States: 
Crosscurrents and Influences. Chur, Switzerland: Harwood Academic 
Publishers
Percival, P. (1958) ‘Accent on the Male: 6 (part 2) Anton Dolin: First Star becomes 
Director’, Dance and Dancers. 9, no. 10, October, pp. 22 -  23
Percival, J. (1983) Theatre in Mv Blood: A biography of John Cranko. London: The 
Herbert Press
Pevsner, N. (1956) The Englishness of English Art. London: The Architectural Press
Pick, J. (1986) Managing the Arts? The British Experience. London: Rhinegold
Piper, J. (1987) A Painter’s Camera. London: The Tate Gallery
Porter, R., ed. (1992) Mvths of the English. Cambridge: Polity Press
Pratt, D. (1953) ‘Ballets Jooss at Sadler’s Wells’, Ballet Todav. 6, no.4. May, p.5
Preston-Dunlop, V. (1998a) Looking at Dances. London: Verve Publishing
Preston-Dunlop, V. (1998b) Rudolf Laban: An Extraordinary Life. London:
Dance Books
Price, J. (1950) ‘Dancing in Musicals 1. Carousel’, Dance and Dancers, 1, no.8, p.l4
Priestley, J.B. and J. Hawkes (1955) Joumev Down a Rainbow. London: 
Heinemann-Cresset
Pritchard, J. (1990) English National Ballet 1950 -  1990. London: English 
National Ballet
- 60
Pritchard, J. (1992) ‘ “The Nostalgic World of Fantasy” Some Neoromantic Elements 
in Works by Ashton and Balanchine’, Studies in Dance Historv. Ill, no.2. Fall, 
pp. 3 9 -4 4
Pritchard, J. (1996) Rambert -  A Celebration. London: Rambert Dance Company
Pryce-Jones, D. (1963) ‘Towards the Cocktail Party’, in Sissons, M. and P. French 
eds. The Age of Austerity 1945 -  1951. London: Hodder and Stoughton, 
pp.211 -230
Read, H. (1955) Icon and Idea: The Function of Art in the Development of Human 
Consciousness. London: Faber and Faber
Rees, A. L. and F. Borzello, eds. (1986) The New Art Historv. London: Camden Press
Rollins, C. and R. J. Witts (1962) The D’Ovlv Carte Opera Company in Gilbert and 
Sullivan Operas: A Record of Productions 1875-1961. London:
Michael Joseph
Rowson Davis, J. (1990) ‘Ballet on British Television 1946 -  1947: Starting Again’, 
Dance Chronicle. 13, no.2, pp. 103 -  153
Rowson Davis, J. (1992a) ‘Ballet on British Television 1948 -  1949, Part I: Company 
Debuts, Teleballets, Recitals’, Dance Chronicle. 15, no.l, pp. 1 -3 9
Rowson Davis, J.(1992b) ‘Ballet on British Television 1948 -  1949, Part II: Grand
Ballet Season and the French Connection, 1948 -  1955’, Dance Chronicle. 15, 
no.2, pp. 153-190
Rowson Davis, J.(1993) ‘Ballet on British Television 1948 -  1949, Part III: Ballet for 
Beginners, and Felicity Gray’s Television Ballets’, Dance Chronicle. 16, no.2, 
pp.197-247
Rowson Davis, J.(1996) ‘Ballet on British Television: Christian Simpson, Producer, 
1949 -  1959 — Divine or Diabolic?’, Dance Chronicle. 19, no.l, pp. 17 -  92
Royal Academy of Dancing (1947) Ballet in Education Children’s Examination. 
London: Royal Academy of Dancing
Royal Academy of Dancing (1951a) ‘Introduction to Junior Boys Syllabus’, The 
Roval Academy of Dancing Gazette, n.84, August, p.30
Royal Academy of Dancing (1951b) ‘A Short History of the Sailors [sic] Hornpipe’ 
The Roval Academy of Dancing Gazette, n.84, August, pp31 -  32
- 61 -
Russell, R. and R. Gooden (1976) ‘The Lion and Unicom Pavilion’, in Banham, M 
and B. Hillier eds. A Tonic to the Nation: The Festival of Britain 1951. 
London: Thames and Hudson, pp. 96 -  101
Rutherston, J. (1934) ‘The Central European Dance in England’, The Dancing Times. 
no.291, December, pp.313 -  316
Sachs, C. (1963) World Historv of the Dance. New York: W.W. Norton and 
Company; first published in English, 1937
Salter, E. (1978) Helpmann. Brighton: Angus and Robertson
Samuel, R. ed. (1989) Patriotism: The Making and Unmaking of British Identity 
Volume III: National Fictions. London: Routledge
Scottish Official Board of Highland Dancing (1964) The Sailor’s Hompipe: Scottish 
Version as Danced at Highland Games. Edinburgh: Scottish Official Board of 
Highland Dancing
Seago, A. (1995) Buming the Box of Beautiful Things: the development of a 
postmodem sensibility. Oxford: Oxford University Press
Senior, E. (1951) ‘Sullivan and Gilbert in new ballet’. Dance and Dancers. 2, no. 2, 
February, p. 13
Senior, E., C. Bames and P. Williams (1951) ‘New Ballets: Pineapple Poll’, Dance 
and Dancers. 2, no.5. May, pp. 13-15
‘Setting Fuse to Dynamite’ (1951) Dailv Graphic [no volume or issue number],
19 January, p.7
Shanks, M. (1961) The Stagnant Society. Harmondsworth: Penguin
Sharp, R. J. (1952) ‘The Sailor’s Hompipe’, English Dance and Song. XVI, no.4, 
Febmary/March, pp.l 14 -  115
Silvester, V. (1944) This is Jive. London: Danceland Publications Ltd.
Sinclair, J. (1951) ‘Afterthoughts on Ballet Theatre’, Ballet Todav. 3, no.32,
Febmary -  March, pp. 8 -  9
Sissons, M. and P. French eds.(1963) The Age of Austerity 1945 - 1951, London: 
Hodder and Stoughton
Sitter Out (1945) ‘The Sitter Out’, The Dancing Times, no.419, August, pp. 482 -  484
Sitter Out (1948) ‘The Sitter Out’, The Dancing Times, no.451, April, pp. 346 -  350
- 62 -
Sitter Out (1950) ‘The Sitter Out’, The Dancing Times. no.480, September, 
pp.722 -  726
Sitter Out (1951a) ‘The Sitter Out’, The Dancing Times, no. 487, May, pp. 450 -  454
Sitter Out (1951b), ‘The Sitter Out’, The Dancing Times, no.488, June, pp.514 -  516
Sitter Out (1951c) ‘The Sitter Out’, The Dancing Times. no.491, September, 
pp.698 -  702
Sitter Out (1952) ‘The Sitter Out’, The Dancing Times. no.505, October, pp.2 -  9, 14
Sitter Out (1953) ‘The Sitter Out’, The Dancing Times. no.511, April, pp.402 -  405
Sitter Out (1954) ‘The Sitter Out’, The Dancing Times, no.533, April, 
pp.401-406,414
Smith, M. (1988) ‘Borrowings and Original Music: A Dilemma for the Ballet- 
Pantomime Composer’, Dance Research. VI, no.2. Autumn, pp. 3 - 2 9
Sorley Walker, K. (1949) ‘An Overdose of Classics?’ Ballet Todav. 2, no.22, March, 
pp.9 -1 1
Sorley Walker, K. (1957) Robert Helpmann. London: Rockliff
Sorley Walker, K. (1987) Ninette de Valois: Idealist Without Illusions. London: 
Hamish Hamilton
Sorley Walker, K. (1998/1999) ‘The Metropolitan Ballet: Part 1’, Dance Now. 7, 
no. 4, Winter, pp. 29 -  39 [Part 2 forthcoming]
Stage Dance Council (1961) National Dances. 1. England. London: The Dancing 
Times for the Stage Dance Council
Steams, M. and J. Steams (1979) Jazz Dance: The Storv of American Vemacular 
Dance. New York: Schirmer Books
Steele-Perkins, C., and R. Smith (1979) The Teds. London: Travelling Light/Exit
Stokes, A. (1934) Tonight the Ballet. London: Faber and Faber
Stokes, A. (1955) Michelangelo: A Studv in the Nature of Art. London: Tavistock 
Publications Ltd
Stone, H. (1954) ‘The Broadway-Shaftesbury Avenue Axis’, Dance and Dancers, 5, 
no. 3, March, pp. 10-11
63 -
Stone, L. (1979) ‘The Revival of Narrative’, Past and Present, no. 85, pp.3 - 24
Storey, A. (1948) Arabesques. London: Nevmian Wolsey Ltd.
Storey, R. (1978) Pierrot: A Critical Historv of a Mask. Princeton NJ: Princeton 
University Press
Tassovin, P. (1950) ‘The Choreographer’s Art in Our Time (3)’, Ballet Todav. 3, 
no.26, August, pp. 8- 9
Tate Gallery, The (1983) John Piper. London: The Tate Gallery
‘They lost their hair’(1952) Dance and Dancers. 3, no. 10, October, p. 17
Thomas, Helen (1993) Dance. Gender and Culture. London: Macmillan
Thomas, Helen (1995) Dance. Modemitv and Culture. London: Routledge
Thomas, Hugh, ed. (1959) The Establishment. London: Anthony Bland Ltd.
Thorpe, E. (1985) Kenneth MacMillan: The Man and the Ballets. London:
Hamish Hamilton
Times, The (1951) Musical Britain 1951. compiled by the music critic of The Times, 
London:Oxford University Press
Tomko, L. (1997) ‘Issues of Nation in Isaac’s The Union', Dance Research. XV, no.2. 
Winter, pp.99 -125
Treasury Department and Central Office of Information (1951) Britain Now. London: 
HMSO
Trewitt, B. and J. Hastie, eds. (1997) Margaret Morris 1891- 1980 Modem Dance 
Pioneer. Biggin Hill, Kent: Intemational Association of MMM Ltd
Van Praagh, P. and P. Brinson (1963), The Choreographic Art. London: A & C Black
Vaughan, D. (1956a) ‘Transatlantic View, Choreography in America: T, Dance and 
Dancers. 7, no.5. May, pp. 14 -  15
Vaughan, D. (1956b) ‘Transatlantic View: 2’, Dance and Dancers, 7, no.6, June, 
pp.28-29, 37-38
Vaughan, D. (1956c) ‘Transatlantic View: 3’, Dance and Dancers, 7, no.7, July, 
pp.22-23, 34
- 64 -
Vaughan, D. (1956d) ‘Transatlantic View: 4’, Dance and Dancers. 7, no.9, 
September, pp.20 -  21
Vaughan, D. (1956e) ‘Transatlantic View: 5’, Dance and Dancers. 7, no. 10, October, 
pp. 13, 27
Vaughan, D. (1977) Frederick Ashton and his Ballets , New York: Knopf
Waugh, E. (1962) Brideshead Revisited. London: Penguin; first published 1945
Wearing, J. (1991) The London Stage 1940 -  1949: A Calendar of Plavs and Plavers. 
Vols. I and II, Metuchen, N.J.: The Scarecrow Press
Wearing, J. (1993) The London Stage 1950 -  1959: A Calendar of Plavs and Plavers. 
Vols. I and II, Metuchen, N.J.: The Scarecrow Press
White, E. (1975) The Arts Council of Great Britain. London: Davis-Poynter
White, H. (1973) Metahistorv. Baltimore: Johns Hopkins University Press
Wiener, M. (1981) English Culture and the Decline of the Industrial Spirit 1850 -  
1980. New York: Cambridge University Press
Williams, P. (1951) [untitled editorial] Dance and Dancers. 2, no.8, August, p.4
Williams, P. (1952a) ‘Cranko Ballets at Henley-on-Thames’, Dance and Dancers. 3, 
no.9, September, p.21
Williams, P. (1952b) ‘Symphony for Fun’, Dance and Dancers. 3, no. 10,
October, p. 13
Williams, P. (1953) ‘The Boom is Over. Hooray! Hooray!’, Dance and Dancers, 4, 
no. 4, April, p.7
Williams, P. (1954) ‘Revival is not survival’. Dance and Dancers. 5, no.6, June, p. 5
Williams, P. (1956) ‘New Ballet: Homage to a Princess’, Dance and Dancers, 7, no.6, 
June, pp. 17 -  18
Williams, P. and C. Bames (1954) ‘First steps into the maze’. Dance and Dancers, 5, 
no.4, April, pp. 12 -  13
Williamson, A. (1946) Contemnorarv Ballet. London: Rockliff
Williamson, A. (1948) Ballet Renaissance. London: Golden Galley Press
Williamson, A. (1950) The Art of Ballet. London: Paul Elek
65 -
Williamson, A. (1951) ‘A National Ballet’, Tribune, no. 730, 20 April, p.l5
Willson, F.M.G. (1997) In Just Order Move: the progress of the Laban Centre for 
Movement and Dance. 1946 -  1996. London: the Athlone Press Ltd.
Wilson, G.B.L. (1948) ‘Ballet Clubs’, in Haskell, A., ed. Ballet Annual No. 2. 
London: Adam & Charles Black, pp. 157 -  160
Wilson, G.B.L. (1955) ‘Report on Ballet Workshop’, in Haskell, A., ed. Ballet 
Annual No. 9. London: Adam and Charles Black, pp.l 18, 121
Winearls, J. (1956) ‘Sigurd Leeder and his Work’, The Dancing Times. XLVII, 
no.561, June, p.395
Winearls, J. (1958) Modem Dance: the Jooss-Leeder Method. London: A & C Black
Winearls, J. (1990) Choreographv: The Art of the Bodv. London: Dance Books
Woodcock, S. (1991), The Sadler’s Wells Roval Ballet, now the Birmingham Roval 
Ballet. London: Sinclair-Stevenson
Wright, P. (1985) On Living in an Old Country. London:Verso
FILM, VIDEO AND AUDIO SOURCES
Barzel, A. [camera] (1950 - 55) Ballet Selections: Videorecording. Dance Collection, 
New York Public Library, Call No. *MGZIC 9-3598
Capon, N. [producer] (1959) Stars of the Ballet [35 mm transferred to VHS], London: 
BBC rCha-Cha-Cha. Stone; Polka. Cranko; Le Spectre de la Rose. Fokine]
Corp, R. [conductor] (1998) American Light Music Classics [compact disc], London: 
Hyperion Records Ltd. [CDA67067]
Dale, M. [producer/director] (1959) Pineapple Poll [35mm film], London: BBC
Drobinski, P. [director] (1997) Foxtrot from Facade bv Frederick Ashton [video],
Guildford: National Resource Centre for Dance [Leslie Edwards with students 
of the Royal Ballet School]
Dwoskin, S. [director] (1986) Ballet Black [video], Ipswich: Concord Video and Film 
Council/ The Arts Council
- 66 -
Lockyer, B. [director] (1979) Sadler’s Wells Roval Ballet [video of television
transmission], BBC t.v. in association with R.M. Productions Munich [Les 
Patineurs. Ashton; Pineapple Poll. Cranko]
Sargent, M. and C. Mackerras [conductors] (1983) Princess Ida and Pineapple Poll 
[compact disc set], London: Decca Record Company [436 810-2]
INTERVIEWS AND PERSONAL COMMUNICATIONS
All interviews conducted by Larraine Nicholas, apart from that with Ritchie Riley, 
which was a public event
Archbutt:
Sally Archbutt interviewed:
1. 24 July 1996
2. 13 August 1997
Bassett:
letter from Peter Bassett to Larraine Nicholas, dated 10 January 1999
Ellis:
David Ellis interviewed 6 May 1998 
Fraser Jenkins:
telephone conversation with David Fraser Jenkins April 1996 
Gregory:
John Gregory interviewed 16 August 1995 
Holmes:
Michael Holmes interviewed 16 August 1995
Kenny:
Molly Kenny interviewed 8 June 1996
Lamb:
Warren Lamb interviewed 14 May 1997;
letter from Warren Lamb to Larraine Nicholas, dated 1 August 1997 
Mackerras:
facsimile transmission from Sir Charles Mackerras, 3 December 1998 
Morrice:
Norman Morrice interviewed 27 September 1997
- 67 -
Payne Myers:
Diana Payne Myers interviewed 16 August 1995
Preston-Dunlop:
Valerie Preston-Dunlop interviewed 2 August 1996
Riley:
Ritchie Riley speaking in The Voice Box, Ballroom Blitz, Royal Festival Hall, 
6 August 1994, chaired by Maggie Semple
Smalley:
Ken Smalley interviewed 16 March 1998 
Stephenson:
Geraldine Stephenson interviewed 11 September 1996
DOCUMENTS IN ARCHIVES
English Folk Dance and Song Society: Vaughan Williams Memorial Library
EFDSS
Sharp, R.J. (1918)‘The Sailor’s Hornpipe as Danced by PC Arthur 
Wheatlands’, m.s.s. collection, pp. 91-113
English National Ballet Archives
BNB
File: ‘Michael Chamley’
File: Svmnhonv for Fun
Photograph files
National Resource Centre for Dance: Arts Council Archive
NRCD: AC
Ballets Minerva, File 63,
letter 17/11/53, Donald Mather to John Denison
International Ballet, File 149,
letter 13/11/53, W. Thompson, Director of Education, Sunderland, to 
John Newsom, member of Arts Council
Metropolitan Ballet, File 186,
letter 20/12/48, Cecilia Blatch to Eric White
St. James’s Ballet, File 274,
letter 6/4/48, Eric White to Jo Hodgkinson 
letter 30/11/48, Arnold Haskell to Eric White
- 68 -
National Resource Centre for Dance: Ullmann Archive
NRCD: LU
Box 037, Folder 01, item 2b, Modem Ballet performances at the Festival of 
Britain 1951
Box 037, Folder 01, item 4, Prospectus of the Art of Movement Studio 
Box 037, Folder 01, item 5, timetables
Public Record Office
PRO
EL 3/8,
Regional Directors’ Conference 2/3 Julv 1953 
Regional Directors’ Conference 21/23 October 1953
EL 3/61, letter from Eric White to Cyril Wood, undated 1949
EL 3/79, letter from Tom Harrison, Regional Director Midlands to Eric White,
22 July, 1950
EL 4/44, Executive Committee Minutes, Executive Committee Meeting 
No.43, 28 July 1948
EL 4/49, Draft Budget, Year 49/50
EL 4/51, Opera and Ballet Policv. Council Paper 272, 3 June 1949
EL 4/53, Report of the Opera and Ballet Sub-Committee. Council Paper 289,
18 July 1950
EL 6/21, Festival of Britain 1951: Text of Statement bv the Chairman. General 
Lord Ismav at a Press Conference on Thursdav. October 14. 1948
EL 6/23. Festival of Britain 1951 : Purpose and Approach to Theme, dated in 
handwriting “c.lst May ‘48?”
EL 6/92, Suggested Festival Ballet
Royal Opera House Archive
ROH
Photograph Files: Harlequin in April: Pineapple Poll
Technical Department Files, letter John Piper to ‘Michael’, 13/11/58
Theatre Museum:
Design Collection: DC, SI801-1986, Box 116, front curtain design. Harlequin 
in April
Mercury Theatre Files: 1951 -1955 
Various musical theatre files
■  ^Ui ::lÆRBITY OF SURREY LIBR/VRY 
- 69 -
Reproduced with permission of copyright owner. Further reproduction prohibited without permission.
